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CHAPTER I 
INTRODUCTION 
Purpose.--The purpose of this study is to write two three-
week units, one on modern American dramatic literature and one 
on modern American theatre~ B9th of these units will be for 
eleventh-grade students. The underlying aim of these units 
is to develop a deeper apprecia~ion of dramatic literature in 
order to encourage students to read and view more worthwhile 
dramatic presentations. 
Justification.--Little work has been done in education 
in the field of modern American dramatic literature and modern 
American theatre. Few units have been built around these two 
fields. Therefore, these units should be of practical help 
to the English teacher. 
This study brings to the attention of the English teacher 
the advantages of using units on modern American literature 
and modern American theatre. 
Scope and Limitations.--This study includes only modern 
American play written and produced within the past fifteen 
years. They will be discussed only as th~y are related to 
the teaching of dramatic literature and theatre. 
It is further limited in that the critical evaluation 
of the plays included in these units is based on only one 
1 
person's opinion. Also, works which were written or presented 
since October 1956, are not included. 
These units have not been tested. They can be properly 
evaluated only when tested in an actual classroom. 
Definition of Terms.--~: 11 •••• a co mprehensive series 
of related and meaningful activities so developed as to achieve 
pupil purpos'es, provide significant educational experiences, 
1/ 
and result in appropriate behavioral changes.n-
Two major types of units. are i subject-matter and experi-
ence units. The first is concerned with information or 
subject-matter to be acquired and understood by the pupil. 
The second " •••• directs attention to the learner and the 
experiences it is desired he should have as the result of 
certain life situations (problem-situations) with which he 
2/ 
may be confronted and_ to which he fully reacts."- The term 
unit in this paper refers to a combination of these two types, 
but the e mphasis is on pupils' experiences. 
Learning Unit:; '' •••• a sequence of recognizable advances 
to be made by the pupils in certain concepts, skills, ideals, 
:;) 
attitudes, and appreciations~" This term refers to the 
stated advances the teacher wishes the students to make through 
working on the unit. 
1/Nelson L. Eosin, Teaching in Secondary Schools, Houghton 
Mifflin Co., Boston, 1952, pp. 62-63. 
l,/Ibid., P• 63. 
]/Roy 0. Billett, Fundamentals of Secondar -School Teachin , 
Houghton Mif f lin Co., Boston, 19 0, p. 
Delimitation of the Unitr II • •••• ~s a statement of the 
lesser learning products which are components of the unit and 
which are to be made the direct object of instruction in a 
giving class of a given grade level in a g iven situation within 
1/ 
a g iven time allotment. 111 
Probable Incidental and Indirect Learning Products: 
111 
•••• fortitous or adventatious learning likely to take place 
2/ 
even t h ough it is not the direct object of instruction.ur 
Unit Assignment: w •••• a sequence of activities by means 
3/ 
of which •••• elements of educative growth are to be achieved.u~ 
Core Activities: " •••• that part of the unit assignment in 
which it is expected that most pupils--perhaps all pupils---
will eng47e directly at some time, in some way, and to some 
extent.": 
Optional Related Activities: "'•• •• activities in which 
5/ 
pupils engage solely because they want to .. n! 
Pooling-of -Experiences Phase: tt !• ••• a series of well-
planne d a nd pertinent oral reports, discussions, debates, 
explana tions, demonstrations, experiments, musical selections, 
6/ 
dramatic sketches, auditory and visual aids.ni'"' 
lfRoy o •. Billett, op. cit., p. 5o5.-
1_/Ibid., P• 5o6. 
J/Ibid., p • 464. 
.!±/Ibid., 507 • 
.2,/Ibid., P• 507 • 
6/Ibid., p. 602 • 
3 
Procedure.--To determine which plays to include the last 
fifteen years of the Burns Mantle Series were examined. The 
major reason for the exclusion of plays was their unwholesome 
themes or complex form. 
The first unit developed is a general unit on modern 
American dramatic literature. This unit includes tragedy, 
comedy and melodrama. Samples of these types of plays will 
be examined. Lillian Hellman's The Lark will be examined in 
detail. Form and dramatic criticism are stressed in this 
unit. 
The second unit is on modern American theatre. Different 
facets of the theatre will be examined and discussed, and 
the unit will end in a field trip to the theatre. 
Each unit is planned for fifteen fifty-minute class 
periods. 
4 
CHAPTER II 
REVIEW OF RESEARCH 
The Language Arts Program.--For many years the National 
Council of Teachers of English was aware of a need to state 
conclusively what they believed should constitute a well-
rounded English program. By early 1952, Robert c. Pooley could 
1/ 
state:-
11 The Curriculum Commission of the National Council 
of Teachers of English has been at work for some years 
to assist teachers of English in determining what we mean 
by the fundamentals of English. The volume soon to 
appear is the first of a number of guides to the nation-
wide conclusions of teachers of English concerning the 
basic elements of our field. The evidence is available, 
and will be increasing so, for us to act upon the first 
basic proposition: that our relationships to the public 
demand that we agree among ourselves what is fundamental 
in English." 
Since there had been a relatively recent recognition by 
the world outside the school of the importance of communication 
in the affairs of men, and that a democratic nation could only 
be as effective as the individuals which composed the nation, 
2/ 
the National Council of Teachers of English states:~ 
11 In the light of these growing convictions and in 
1/Robert c. Pooley, "Publicizing Our Aims," The English Journal, 
1"March, 1952), 41:12.3. 
2/Dora v. Smith, Director, The English Language Arts, The 
Commission on the English Curriculum of the National Council 
of Teachers of English, Appleton-Century-Crofts, Inc., New 
York, 1952, P• vii. 
5 
-r 
the face of ever-present criticism of the teaching of 
English--now because it is too traditional, too hide-
bound, and too intent on narrow skills, and again, because 
it attends too little to the three R 1 s and too much to 
fads and fancies--the National Council of Teachers of 
English appointed in 1945 a Commission on the English 
Curriculum to study the place of the language arts in life 
today, to examine · the needs and methods of learning for 
children and youth, and to prepare a series of volumes 
on the English curriculum based on sound democratic 
principles and the most adequate research concerning how 
powers in the language arts can best be developed~" : 
While the Commission did not attempt to outline a "~ingle" 
curriculum which they believed should be used by every English 
teacher, they presented "' •••• the principles which it believes, 
should
1
,uide the organization of any curriculum in the language 
arts. nr 
By determining the goals of a curriculum in American 
schools, and by determining what it believes the American 
people want for their children, the Commission listed the 
2/ 
three major purposes of American educationst-
" •••• (a) cultivation of satisfying and wholesome 
personal lives, (2) development of social sensitivity 
and effective participation in the life of the local 
community, the nation, and the world, and (3) preparation 
for vocational competence." 
From an analysis of these three major purposes of 
American education, ten ~ajor goals were established for the 
3/ 
language arts program:- 1. Wholesome Personal Development, 
1/Dora v. Smith, op. cit., P• 6. 
~/Ibid., PP• 6-7. 
1/Ibid., PP• 41-54. 
/ 
6 
2. Dynamic and Worthwhile Allegiances through Heightened 
Moral Perception and a Personal Sense of Values, 3. Growing 
Intellectual Curiosity and Capacity for Critical Thinking, 
4. Effective Use of Language in the Daily Affairs of Life, 
5. Habitual and Intelligent Use of the Mass Modes of Com-
rnunication, 6. Growing Personal Interest and Increasingly 
Mature Standards of Enjoyment, 7. Effective Habits of Work, 
8. Competent Use of Language and Reading for Vocational 
Purposes, 9. Social Sensitivity and Effective Participation 
in the Group Life, and 10. Faith in and Allegiance to the 
* Basic Values of a Democratic Society. 
Reading, writing, speaking and listening in the Language 
Arts Program.--Reading, writing, speaking and listening are 
considered the four skills which make up the language arts 
program. Through experiencing in these language arts, the 
student can become _a better, more effective member of society. 
A student may excel or be weak in any one of these skills. 
"A boy who writesfluently may be hesitant in speech; many an 
11 
effective young speaker knows little about punctuations." 
Many educators have been concerned with the need for 
students to learn t he basic reading skills. Mildred A. 
Dawson and Frieda Hayes Dingee feel that every " •••• teacher 
*For a more detailed account of the goals and experiences see 
Appendix I. 
£/Dora V. Smith, op. cit., P• 304. 
7 
- -
must be a reading teacher. 11]}This statement points out the 
growing concern, in recent years, for the inability of many 
high-school students to read up to their capacity. In 1947, 
the National Council of Teachers of English stated that it 
was " •••• evident that the Council has a growing awareness of 
the necessity of improving basic reading skills."~/ 
Educators have been concerne.d with setting up an effective 
reading program in the secondary schools. Olive s. Niles and 
3/ 
Margaret J. Early- state that any teacher attempting to set 
up a reading program must first define the specific objectives 
of this program. These authors listed two broad goals of 
4/ 
any reading program:-
"--to lead pupils to find the enjoyment and profit 
in reading which will make their personal lives happier 
and their relationships to other people, to their work, 
and to their country richer and more rewarding. 
--To teach pupils the reading skills necessary to 
understand their school textbooks and to read many other 
books with profit and zest, always within the limits of 
their indi•idual abilities. Teaching the reading skills 
1/Mildred A. Dawson and Frieda Hayes Dingee, Directing Learn-
ing in the Language Arts, Burgess Publishing Company, New 
York, 1948, P• 5. 
2/Stella s. Center, "The Council's Awareness of Reading,n 
"!"he English Journal (March, 1947), 36::141. 
lfOlive s. Niles and Margaret J. Early, "Adjusting to Indi-
vidual Differences in English," Journal of Education, 
{December, 1955), 138:30 • 
.!±,/Ibid., p. 3. 
8 
is basic, for few persons find either pleasure or profit 
in a book which they have not the skill to read easily." 
This second goal points out the fact that in order for 
students to enjoy and profit from their reading, and to gain 
in reading effectiveness, they need such basic skills_, among 
others, as reading for main ideas, reading to distinguish 
between fact and opinion, reading to answer specific questions 
of detail, and reading to judge characters in a story. J •. N. 
1/ 
Hook- states that one of the important facets in a complete 
reading program is practice-reading materials used for im-
provement of specific reading skills. 
Writing makes special demands. Dora v. Smith states:·
2
/ 
"Writing, despite its resemblance to speech, makes 
peculiar demands. The written sentence is presumably 
to be understood by anyone who reads it, and lacks the 
intonation, gesture, and facial expression which help 
interpret what is said. Consequently writing is more 
difficult than speaking." 
Teachers realize that there are many things to take into 
consideration when reading a student~s written work. The 
teacher must pay attention to such items as mechanical skills 
in writing, the subject of the written work, the appropriate-
ness of what is written, and the organization of the written 
material. Since the "writing skills of high school graduates 
are more commonly under attack than any of the other skills 
1/J.N. Hook, The Teaching of High School English, The Ronald 
Press Company, New York, 1950, p. 85. 
ynora v. Smith, op. cit., p. 319. 
9 
-- - 1 / :. 
in the language arts eurriculumJ'- there has been a growing 
concern among teachers about pupils' written work. 
Speech is important in our daily lives. Dora v. Smith 
2/ 
states:-
"Since the native language is used constantly in 
carrying forward the business of living, it is obvious 
that the student will, in addition to classroom writing 
and speaking, use language in the daily out-of-school 
affairs of his life." 
Speech, then, is of vital importance to a student if he 
wishes to communicate with others. It is felt that language 
competency is best achieved through activity, and that this 
activity should provide some degree of success in oral com-
munication for the student, for the " •••• strongest desire for 
improvement is the desire to say something of importance 
well ... lf 
Although in recent years there has been an increasing 
amount of literature written on listening, this language art 
is still neglected. Dora v. Smith states:~/ 
"Teachers of English have always known that com-
munication is a two-way affair,--that when people com-
municate with one another through language, they speak 
and listen, and write and~' and that the person who 
lacks proficiency in any one of these skills is handi-
capped in the process of communicating. Yet instruction 
lfOlive s. Niles and Margaret J. Early, op. cit., P• 30. 
~/Dora v. Smith, op. cit., P• 305. 
3/Lou LaBrant, We Teach English, Harcourt, Brace and Company, 
irew York, 1951. 
1±./Dora v. Smith, Ibid., p. 328. 
10 
in reading and writing has long been given primary emphasis 
in the curriculum of American schools. Only in recent 
years has speaking received the attention it deserves. 
Listening is still the neglected language art of all 
educational levels." 
Since the radio and television has, within a relatively 
short time, increased the opportunities we have for listening, 
we realize " •••• that in listening, as in all other activities, 
1/ 
only good practice makes perfect."- Investigations have 
proven that we usually listen to what we want to listen to. 
Teachers who realize this must help students to listen 
purposefully, for " •••• listening is faulty if we have not 
learned what to include and what to exclude o~ if we mis-
2/ 
interpret. n-
Purposeful listening is often more difficult than reading. 
3/ 
John J. DeBoer states:-
11 
•••• a reader can retrace his step at will; he can 
vary the speed of appreh.ension with the difficulty of 
the material. The listener is completely dependent upon 
the tempo of the speaker and upon the enunciation and 
the modulation of his voice." 
Reading: literature.--The reading of literature is 
necessary for a well-rounded language arts program. The 
National Council of Teachers of English states that the 
1/W. Wilbur Hatfield, "Parallels in Teaching Students to 
Listen and to Read," The English Journal, (December; 1946), 
35:553. 
2/Harlen M. Adams, "Learning To Be Discriminating Listeners," 
Yhe English Journal, (January, 1947), 36:14. 
1/John J. DeBoer, et al., Teaching Secondary English, McGraw-
Hill Book Company, New York, 1951, p. 203. 
11 
u •••• power to gleam from a page what is there to be read, the 
thoughts and the feelings and the aspirations of human beings, 
is indispensable to the life of a people making any claims 
to civilization."!/ J.N. Hook states:l/ 
" •••• the literature teacher is hunting big game for 
his class. Not tigers or elephants, but pleasure, and 
understanding of literature as a key to life, and ---
understanding of literature as an influence upon life." 
While many of us appear to choose our reading material 
aimlessly when buying books or magazines, J.N. Hook states 
that there are three bases for choosing what we read: " •••• the 
interest of the material, the intellectual readiness of the 
reader, and the apparent worth-whileness of the material to 
11 
the reader." This author claims that the first two are 
usually ignored by teachers, and that the third is often the 
only factor considered by teachers. 
In 1935, the National Council of Teachers of English 
declared basic criteria for selecting literature for students. 
4/ 
They are here abridged:-
1/Dora V. Smith, op. cit., P• 374. 
2/J.N. Hook, "The Multiple Approach in Teaching Literature," 
~e English Jou~nal, {April, 1948), 37:188. 
1/J.N. Hook, The Teaching of High School English, op. cit., 
P• 103. 
4/W. Wilbur Hatfield, An Experience Curriculum in English, 
Report of the Curriculum Commission of the National Council 
of Teachers of English, Appleton-Century-Crofts, Inc., New · 
York, 1935. 
12 
11 Undesirable elements •••• whatever is harmful to the 
child .or youth must be excluded: the false, and such 
horror and sex experiences as the immature cannot sustain 
without shock and warping of their natures •••• 
Wide Variety •••• the variety and range of experiences 
through literature should be as wide as possible •••• 
Since the value of literature, beyond the one of pleasure, 
is in the enlargement of the individual by means of in-
direct experience, the more direction the enlargement 
takes the more valuable the literature will prove." 
A plan for the selection of literature has been advanced 
~ 2/ 
by George w. Norvell and endorsed by J.N. Hook.- George 
w. Norvell based his plan on a study of .50,000 pupils and 
62.5 teachers in all types of communities in New York State. 
There were 1,.590 1 000 tabulations of reports on all types of 
literature. If seventy per cent of the evaluating students 
found a selection of high quality interesting, it was considered 
suitable for high school. 
George W. Norvell states the following suggestions for 
11 
the selection of literature: 
"l. That for assignment for study in common only 
selections be used that (a) meet the approval of both 
critics and teachers and (b) are genuinely enjoyed by 
children. 
2. That, in addition to the study in common, there 
be much wide reading through which young people may 
enjoy the materials which appeal to them individually. 
1/George W. Norvell, "Some Results of a Twelve-Year Study 
of Children's Reading Interests," The English Journal 
(December, 1946), 3.5:.531-.536. 
lfJ.N. Hook, The Teaching of High School English, op. cit., 
P• 10.5. 
1/George w. Norvell, ibid., P• 536. 
13 
3. That teachers and course-of-study makers cease 
to choose classroom reading materials in accord with 
their own preferences and place the student first always. 
4. That three-fourths of the selections in our 
current pro gram be replaced with selections of equally 
hig h merit that children endorse. 
5. That the new program give the boy, the forgotten 
boy, a break through the choice of selections which are 
as popular with him as they are with the girls~ 
6. That, to increase reading s k ill, promote the 
reading habit, and provide a generation of book-lovers, 
there is no other factor so powerful as interest." 
Writers feel that students should be exposed to many kinds 
of literature. J.N. Hook states that we " •••• can teach 
discrimination only by introducing to our classes many 
varieties of writing, and by helping students to understand 
1/ 2/ 
their similarities and their differences."- Lou LaBrant-
echoes J.N. Hook when she states that the first principle of 
a reading program is to off ~r variety. Thus, writers have 
expressed that teachers cannot limit themselves to teaching 
one or two types of literature. The ~curriculum Commission 
of the National Council of Teachers of English has stated 
that the " •••• literature curriculum should consist of ex-
periences with and through stories, poems, plays, essays and 
books of information or discussions addressed to the general 
3/ 
reader."-
1/J.N. Hook, The Teaching of High School English, op. cit., 
P• 111. 
~/Lou LaBrant, op. cit., P• 236. 
3/W~ ·wilbur Hatfield, An Experience Curriculum in English, 
op. cit., P• 17. 
14 
After the teacher decides on which literary selections 
he wishes his class to read, he can decide on what type of 
arrangement he wishes to use in presenting these selections. 
J.N. Hook states that the four most widely used principles 
of arrangement are: "1. In chronological order, 2. According 
to types of literature, 3. In units based on central themes, 
and 4. Around students' experiences (sometimes overlaps 
1/ 
no. 3). u- Some teachers use a combination of the above, or, 
in some cases, follow no pattern at all. Hook states that 
each method of arrangement " •••• has its good qualities and 
2/ 
its drawbacks,u- but that 11 •••• it is necessary to take what 
is available, improve it if possible, but use it effectively."]./ 
The National Council of Teachers of English prefers 
arranging literature in units based on themes or topics related 
to human experience or to other subjects of study. The state:l±/ 
"Units may be focused to develop understanding 
of behavior, with an illumination of human weaknesses 
and strenghts. Penetration into problems and their 
solutions may develop self-confidence, a sense of 
values, and an enthusiasm for books." 
' In recent years many such units have been put at the 
teachers' disposal, and few college students majoring in 
1)J.N. Hook, The Teaching of High School English, op. cit., 
P• 119. 
_gjibid .. , P• 120. 
1/Ibid., P• 122. 
~Dora v. Smith, op. cit., p. 383. 
15 
educat~on gradu ate without having built many such theme or 
topic units. 
Too ~any teachers attempt to use only one approach to 
literature when there are, according to J.N. Hook,
1
/six 
possible approaches to the teaching of a literary selection. 
These approaches are: the historical, the sociopsychological, 
the emotive, the d~dactic, the paraphrastic, and the analytical 
* approaches. 
Background of modern drama in America.-- Prior to 1905, 
America had gone far in developing professional actors and 
actresses, in improving its theatres, and in developing its 
own native drama. Although much native literature, such as 
adventures, diaries, histories, essays and verse, has been 
written by American colonists before 1767, it was not until 
that year that Thomas Godfrey's The Prince of Parthia became 
" •••• the first play written by an American to be performed 
2/ 
in America by a professional compan y of actors."- By this 
time, despite bitter opposition toward the theatre, the company 
which produced Godfrey's play, the American Company, was 
performing in many cities in America. 
The period between 1785 and 1825 is noted primarily- for 
1/J.N. Hook, "The Multiple Approach in Teaching Literature," 
· op. cit., PP• 188 ... 190. 
1/Arthur Hobson Quinn, A History of the American Drama from 
the Beginnin~ to the Civil War, Appleton-Century-Crofts, Inc., 
New York, 19 1, p. 16. 
*?or a more detailed account see Appendix II. 
16 
the production of Royall Tyler's comedy, The Contrast (1787), 
for romantic tragedies, for playes based on native themes, 
and for plays based on foreign themes. 
Between 1815 and the beginning of the twentieth century 
was a greater period for actors than for plays. George 
1/ 
Freedley and John A. Reeves state:-
"No dramatist worthy of serious consideration was 
to arise during the century, but acting flowered. Perhaps 
there will never again be such an age of actors in America 
for currently our interest in the theatre comes largely 
from the content and style of the play rather than 
primarily from the actor's part •••• New plays were not 
frequently produced and audiences attended the playhouse 
to judge the relative merits of the acting. It was the 
era of rivalries." 
Such actors and a.ctresses as John Howard Payne, William 
Charles Macready, Anna Cora Mowatt, E.L. Davenport, Edwin 
Booth, Dian Boucicault and Joseph Jefferson, among others, 
were usually more famous than the plays in which they acted. 
Modern drama " •••• began during the last quarter of the 
2/ 
nineteenth century and has not yet ended."- Some novelists 
had already stressed realism in their works before the last 
quarter of the nineteenth century, but most playwrights were 
still concerned with romantic themes. Although a few authors 
had previously experimented with more realistic plays, Ibsen's 
The Pillars of Society (1877) ushered in the actual birth of 
]}George Freedley and John A. Reeves, A Histor~ of the 
Theatre, Crown Publishers, Inc., New York, 19S , p. 303. 
~John Gassner, A Treasury of the Theatre, Simon and Schuster, 
New York, 1950, P• xi. 
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realism in the theatre. This work, and future works of Ibsen, 
Strindberg, Hauptmann, Tolstoy, Chekhov and Gorki were to 
influence American dramatists, although this influence would 
take nearly forty years to be felt in this country. In the 
future, artificiality was to be avoided by many dramatists, 
and realism and symbolism, and a greater concern for man's 
important problems and emotions, was to take its place. 
Although the great change to realism in the American 
theatre began with Eugene O'Neill, there were a few important 
American playwrights prior to O'Neill who contributed to the 
new form of drama. 
In 1890, actor-manager James A. Herne, despite his 
realization that the public preferred melodramas, wrote 
" •••• the first native realistic drama, Margaret Fleming, in 
which human weakness and adultry were for once treated with 
1/ 
understanding rather than horror."- It was Herne's hope that 
he would be able to improve the audience's appreciation of 
dramas which showed life as it actually is. The play was 
not successful, running only three performances in Lynn, 
Massachusetts and two weeks in Boston. Although it won some 
critical approval, it " •••• was far ahead of its time for 
2/ 
popular success."-
l/John Gassner, op. cit., P• 771. 
£/Arthur Hobson Quinn, A History of the American Drama from 
the Civil War to the Present Day, Appleton-Century-Crofts, 
Inc., 1936, P• 140. 
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There were other attempts at realistic drama prior to 
O'Neill. Clyde Fitch's social comedy The Truth (1907), the 
" •••• remarkable study of a woman who is a natural liar and 
cannot help herself,"1/Augustus Thomas' The Witching Hour 
(1909), which deals with " •••• the theme of hypnotism and the 
responsibility a person assumes who influences the mind of 
another,"_g,/and 'William Vaugn Moody's The Faith Healer (1909), 
which shows 11 •••• that lc>-ve and work are not necessarily 
3/ 
irreconcilable."- Despite these efforts, melodramas and 
sentimental comedies flourished until the end of World War I. 
The "little theatre" movement began shortly before the 
war. The Washington Square Playhouse, later renamed The 
Theatre Guild, was founded in 1914, and the Provincetown 
Players and the Neighborhood Playhouse were founded in 1915. 
These groups encouraged experimentation, and they produced 
foreign and native plays which were considered risks by the 
commercial managers. 
Although the Washington Square Playhouse produced many 
excellent plays, and developed capable actors, the Provincetown 
Players has the distinction of being the group to discover 
Eugene O'Neill and produce his first plays. In 1916 the 
!/George Freedley and John A. Reeves, op. cit., p. 335. 
2/Arthur Hobson Quinn, A Histor of the American Drama from 
the Civil War to the Present Day, op. cit., p. 2 • 
3/Arthur Hobson Quinn, Representative American Plays, Appleton-
Century-Crofts, Inc., New York, 1953, p. 774. 
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staged his one-act play' Bound East for Cardiff, and they 
later presented others of his one-act plays and full-length 
plays. 
In 1920, O'Neill broke away from the Provincetown Players, 
and Beyond the Horizon became his " •••• first play to be 
performed by a strictly professional company."];/This play 
dealing with the importance of illusions to humans won the 
Pulitzer Prize for the best American play of the year. He 
repeated his success by receiving the prize in 1922 for 
Anna Christie and in 1928 for Strange Interlude. 
O'Neill experimented with methods and forms of presentation, 
such as writing the nine-act drama Strange Interlude, and 
transferring the Greek Electra to New England in Morning 
Becomes Electra. O'Neill was an experimentalist who "•••• 
fused naturalistic detail with symbolist mood, suggestiveness, 
2/ 
and symbol. n-
If O'Neill's plays are not cheerful, they are at least 
truthful, and O'Neill has become America's greatest playwright 
because of them, and a playwright who is still played in many 
major countries of the world. 
3/ 
John Gassner states:~ 
1/Arthur Hobson Quinn, Representative American Plays, .2.E..!. 
cit., p. 932. 
£/John Gassner, The Theatre in our Times, Crown Publishers, 
Inc., New York, 1954, p. 253. 
]/John Gassner, A Treasury of the Theatre, op. cit., p. 786. 
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11 If a number of 0 1Neill 1 s plays did not reach a very 
large public, it was largely because he experimented with 
dramatic forms and psychological complications that at 
first required a select audience. When he broadened 
the interest of his plays and they were given good 
productions, he found, more often than not, a large public, 
willing and eager to follow as far as he wished to lead. 
O'Neill won signal honors for the modern American theatre 
and, since he was an uncompromising artist, he always 
won them on his own terms. In England, a number of 
critics felt uncomfortable in the presence of his un-
inhibited playwriting and his passionate creativeness. 
But he commanded, and still commands, great respect in 
America and on the Continent." 
The period from 1919 to 1929 was an era when playwrights 
as well as novelists began examining American culture and 
criticizing its failings. Sherwood Anderson's Winesburg, 
Ohio (1919) 
" 
•••• pictured frustrations and groping for self-
.............. 
realization in a community deprived of a ruling vision ~d 
1/ 
purpose."- Sinclair Lewis' Main Street (1920) told of an 
educated wo man's fight against the narrow complacency of a 
small, average town. Both were instrumental in awakening 
playwrights to the faults of our modern American culture. 
Playwrights began dealing sincerely and realistically 
with individuals who make up our American society. Many 
realistic domestic dramas were written in this period. Quinn 
2/ 
states:-
" •••• it is in the field of what is called for lack 
of a better name, domestic drama, that the most definite 
advance has been made. By domestic drama I mean the play 
1/John Gassner, A Treasury of the Theatre, op. cit., p. 776. 
~/Arthur Hobson Quinn, A History of the American Drama from 
the Civil War to the Present Day, Volume Two, op. cit., 
p. 208. 
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that grows out of complications and conflicts among 
closely related people, drawn usually from a group not 
distinguished by acute social consciousness, but more 
concerned with the personal aspects of the struggle." 
There were many excellent writers of domestic dramas at 
this time. Zona Gale's Pulitzer Prize play, Lulu Bett (1921), 
deals frankly with the problems of an unmarried woman who has 
an e mpty, meaningless life, and she carries through on this 
theme of the futility of life in Mr. Pitt (1924), the story 
of a paper hanger who wants to make something finer out of 
his life. Gilbert Emery's The Hero (1921) tells about a 
selfish, unscrupulous hero who disrupts his brother's home. 
George Kelly's Craig's Wife (1925) tells of a woman's selfish 
desire to dominate her home. Sidney Howard's They Knew What 
They Wanted (1924) deals frankly with adultry, and in The 
Silver Cord (1926), the story of " •••• the agelong struggle of 
a mother for the direction and control of the lives of the 
men to whom she has given birth, 111/he examines mother-worship. 
Maxwell Anderson's Saturday's Children (1927) tells of the 
ruining of a marriage because of the dull, uninteresting 
monotony of everyday living. All of these plays attempted to 
show life as it really is. 
The years between 1929 and 1939 represent a trying era 
in the theatre. Less people went to the theatre because of 
the high cost of plays and the relative inexpensiveness of 
1/Arthur Hobson Quinn, Representative American Plays, op. cit., 
p-. 1013. 
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motion pictures. Many of the artists of the theatre deserted 
New York for the more lucrative opportunities of Hollywood. 
Resourceful artists combated this depression in the theatre. 
The Group Theatre, which developed into America's best modern 
acting company, was organized.. It produced, among others, 
plays by Clifford Odets, Sidney Kingsley and William Soroyan. 
The Theatre Union, a non-profit organization which presented 
plays of social significance, was founded in 1932. This 
company produced, " •••• on the whole, the period's most radical 
1/ plays."- Orson Welles' Mercury Theatre experimented briefly 
with new methods of presenting plays. "In 1935, in response 
to active pressure by stage ~ces, an ef f ort was made to 
2/ 
combat unemployment in the legitimate theatre •••• "- The 
Federal Theatre was established. Presenting plays at popular 
prices, this organization experimented with classics as well 
as seventy-seven new plays. 
Philip Barry and Samuel Behrman continued to write 
comedies of manners; George Kelly and Sidney Howard wrote more 
impressive plays. Robert E. Sherwood wrote serious plays 
as well as comedies, and Maxwell Anderson began contributing 
some of the American theatre's most beautiful, thought-
provoking verse plays. The theatre presented the works of 
Sidney Kingsley, Lillian Hellman, l-Iilliam Soroyan and Clifford 
1/John Gassner, A Treasury of the Theatre, op. cit., p. 780. 
~/George Freedley and John A. Reeves, op. cit., p. 614. 
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Odets. The latter was hailed as the most important playwright 
1/ 
since O' Neill. John Gassner states:-
"He expressed the restiveness of the younger 
generation and the sense of failure of the older gener-
ation, and he supplied his characters with colloquial 
speech, highly seasoned with the argot of the city 
streets and with poetic variations based on it." 
Unlike O'Neill, who still wrote about the struggles of 
individuals, Odets was interested in groups and their problems. 
Odets' Chekhovian social dramas were an argument against a 
civilization which layed such a great emphasis on material 
wealth, and which had allowed the depression which ruined the 
lives of millions of people. 
The war years brought prosperity to the theatre. People 
were hungry for entertainment, and they now had money to 
spend. Although production costs rose greatly during the 
war, the public was willing to pay higher prices for tickets. 
Musical comedies became increasingly popular after Oklahoma 
{1943). The more i mpressive dramas dealing with man's search 
for truth were Lillian Hellman's antifascist melodrama, 
Watch on the Rhine (1941), Robert Sherwood's There Shall 
Be No Night (1940), and Thornton Wilder's The Skin of Our 
Teeth (1942). 
The years between 1945 and 1955 proved that the false 
prosperity of the war years would have a shattering effect on 
the theatre. People's high war salaries were lowered, but 
1/John Gassner, A Treasury of the Theatre, op. cit., P• 781. 
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the cost of producing plays remained the highest in the history 
of the theatre. Producers and theatre owners, with huge 
investments, usually refused to gamble on unknown playwrights. 
Plays had to attract capacity audiences for many months before 
most initial investments were returned. New playwrights had 
to rely on arena productions or small theatre groups to 
experiment with their plays. It was not until the 1950's 
that the Provincetown Playhouse, the Circle-in-the Square, 
the Cherry Lane Theatre and the Theatre de Lys, off-Broadway 
theatres, became successful enough to offer new playwrights 
an opportunity to have their plays produced. 
Established authors continued to write for the theatre. 
Robert E. Sherwood wrote only one significant play, The 
Rugged Path (1945). Maxwell Anderson wrote Anne of the 
Thousand Days (1948), a verse play, and the melodrama Bad 
~ (1954). Lillian Hellman contributed Another Part of the 
Forest (1946), The Autumn Garden (1951) and The Lark (1955). 
Eugene 0 1Neill 1 s depressing play, The Iceman Cometh, written 
in 1939, was presented by the Theatre Guild in 1946. Sidney 
Kingsley wrote Detective Story (1949) and Darkness at Noon 
(1951). 
Of the new serious dramatists Carson McCullers, with 
The Member of the Wedding (1950), and William Inge, with 
Come Back 1 Little Sheba (1950), Picnic (1953) and Bus Stop 
(1955), are impressive. But it is Tennessee Williams and 
Arthur Miller who emerged as the most promising of the new 
authors. 
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The Glass Menagerie (1945), A Streetcar Named Desire 
(1947) and Summer and Smoke (1948) were Williams' first plays 
to win critical acclaim. With The Rose Tattoo (1949) he 
abandoned " •••• the subject of genteel frustration which had 
. 1/ 
become too obviously his stock in trade,"~ut in Cat On a Hot 
Tin Roof (1955) he returned to this theme. While the latter 
play is a financial success, some critics feel that it does not 
have the emotional impact of A Streetcar Named Desire. Louis 
Kronenberger states that there " •••• is too much emotionalism 
in the play. There is too much theatricalism -- less should 
2/ 
explode and more uncoil."-
But whatever his shortcomings, W~lliams wrote powerful 
drama. John Gassner states that Williams "'• ••• managed, up 
to a point, to universalize the drama of failure and give 
11 
his plays a poetic texture." He also states that no "•••• 
American or living European playwright is his equal when he 
modestly confines himself to a realistic rendering of non-
allegorical, non-literary characters who belong to a real 
4/ 
rather than a poetic environment."-
1/John Gassner, Best American Pla 
Crown Publishers, Inc., New York, 
Third Series 1945-1951, 
2, p. xxiv. 
~Louis Kronenberger, The Best Plays of 1954-1955, Dodd, Mead 
and Company, New York, 1955, p. 7. 
1/John Gassner, A Treasury of the Theatre, op. cit., p. 785. 
4/John Gassner, The Theatre in Our Times, op. cit., p. 351. 
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Arthur Miller's All My Sons (1947), and the poetic De.ath 
of a Salesman (1949), are plays of social criticism, the first 
1/ 
dealing with the " •••• theme of human responsibility,"- and 
the latter " •••• the story of a failure caused by its hero's 
2/ 
worship of the wrong kind of success."- Hiller used expres-
sionistic memory sequences in Death of a Salesman, utilized 
by Eugene O'Neill as early as 1920 in The Emperor Jones. The 
Crucible (19.53) was controversi-al but unsuccessful. Louis 
Kronenberger gives his opinion why he believes this play was 
3/ 
not as significant as Miller's past works. He states:~ 
11 He throws over history a baleful glare rather than 
a revealing light; he became too much absorbed with 
parallels--despite the axiom that parallel lines never 
meet. Even on its own strict terms, the play lacks 
broad sociological relevancy, since it pivots, not on 
the evils of self-righteous fanaticism., but on a slut's 
quite personally motivated lie." 
A View from the Bridge (1955), two one-act plays, the 
latter utilizing a Greek chorus, was hailed by the critics 
but was financially disappointing. In this play Miller is 
4/ 
again interested in the " •••• tragic dignity of common men •••• "-
1/John Gassner, Best American Plays: Third Series 194.5-19.51, 
op. cit., P• xxiv. 
~John Gassner, A Treasury of the Theatre, ibid., p. 1060. 
1/Louis Kronenberger, The Best Plays of 19.52-1953, Dodd, Mead 
and Company, New York, 1953, P• 11. 
4/John Gassner, 11 The Stage and the City," Theatre Arts, 
tApri1, 19.56), P• 87. 
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-John Gassner states: !I 
"Now that Eugene O'Neill is dead, the United States 
has no living playwright with claims to international 
interest, except possibly Tennessee Williams and Arthur 
Miller." 
The important dramas of this era remain, on the whole, 
2/ 
realistic. John Gassner states:-
"Regardless of any diversity of subject matter and 
treatment, our drama drew much of its force from the 
verisimilitude and direct facing up to the realities 
long present in our theatr~ •••• If the authors of such 
plays as Death of a Salesm~n and Darkness at Noon availed 
themselves of expressionistic intensifications of their 
story and shuttled back and forth between actual and 
recollected scenes, they still treated their character-
ization and general argument realistically." 
The reading of dramatic literature in secondary schools.--
Writers appear to be in agreement that the reading of dramatic 
literature does have an important place in the English cur-
3/ 
riculum. Robert c. Pooley- states that students should be 
exposed to the pleasure of reading good plays in the same 
manner that they read short stories or novels. Like short 
stories and novels, plays tell a story, have characters and 
use suspense to carry the reader along. Since a major aim 
of education is to expose students to as many worthy expe-
1 John Gassner, 11 The Winter of Our Discontent," Theatre Arts, 
August, 1955), P• 23. 
~John Gassner, Best American Plays: Third Series 1945-1951, 
op. cit., p. xii. 
1/Robert c. Pooley, et al., Guidebook for the United States 
in Literature, Scott, Foresman and Company, New York, p. 215. 
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1/ 
riences as possible, E.A. Cross and Elizabeth Carney- believe 
that students should read may types of literature. They 
state that dramatic literature is especially good " •••• because 
it fills a place in L!he student's] life of work and play. 
Drama is both satisfying and educational to the boy and girl 
~I 
of high school age." 
The National Council of Teachers of English state~]/ 
"Drama as a form of literature offers much to the 
reader in enjoyment and insight if he understands how 
to read it. Direct study of it, on occasion, with lively 
oral interpretation in the classroom, will open up the 
whole field for future reading. Great dramas that have 
lived recur constantly on stage and screen and on the 
air. Why have they lived? Why does Shakespeare continue 
to appear on the billboards? How did his theatre differ 
from ours? What has he contributed that we cannot 
afford to lose? What dramatists of today and yesterday 
are worth knowing? These questions are important in the 
lives of young people." 
Some English teachers realize that there are specific 
problems in teaching students how to read plays. Lucia B. 
Mirrielees~/believes that it is the most difficult form of 
literature for high-school pupils to grasp. Lou LaBrant 
5/ 
states:-
1/E.A. Cross and Elizabeth Carney, Teaching English in High 
School, The Macmillan Company, New York, 1950, P• 469. 
1/Ibid., P• 469. 
]/Dora v. Smith, op. cit., P• 139. 
4/Lucia B. Mirrielees, Teaching Composition and Literature in 
Junior and Senior High School, Harcourt, Brace and Company, 
New York, 1952, P• 436. · 
2/Lou LaBrant, op. cit., p. 262. 
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"Drama •••• assumes that the reader understands some-
thing _ about the form, an understanding which the adolescent 
may lack. The student who has attended stage plays from 
early childhood has probably unconsciously accepted, 
and at least in part come to understand, the make-up of 
a play. But for one who has learned about plays from 
the moving pictures, radio, or television, the written 
play has obstacles." 
E.A. Cross and Elizabeth Carney1/tell us that the high 
school student who reads plays encounters all of the usual 
reading difficulties of other literature plus those which 
2/ 
are peculiar to dramatic literature. These authors state:-
"A list of characters preceding a play •••• is abstract 
and almost meaningless to the young reader. The pupil 
is used to meeting characters in novels and short stories 
through descr~ption, or seeing them in action or speak-
ing. In t he printed play the names are listed, a few 
stage directions are g iven, and the characters begin to 
talk of something that the reader should know about, 
but as yet does not." 
Teachers who realize these peculiar problems of dramatic 
literature will attempt to overcome these obstacles. Mirrielees 
believes that students should be taught to imaginatively supply 
3/ 
" •••• all the glamour of the theatre."- They can be taught to 
create stage settings from what is supplied by the author, or 
from what they gather from the dialogue. They can be taught 
to realize that there are certain levels of comedy and different 
types of dramas. They can be taught certain stage conventions, 
and they can be taught to recreate characters from what the 
1/E.A. Cross and Elizabeth Carney, op. cit., p. 470 • 
.?_/Ibid., p. 470. 
1/Lucia B. Mirrielees, op. cit., P• 437. 
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author tells us about them, from what other characters tell 
us about them, and from what the characters, themselves, say 
and do. 
Fred B. Millett
11
realizes that the printed drama imposes 
a heavy responsibility on the reader. In order for the reader 
to read a drama imaginatively, he must serve 11 •••• as actor, 
director, scene designer, and electrician in order to achieve 
[j_r;] imaginary production anything like the effect of the acted 
drama. 11~/Dorothy Dakin echoes this point of view when she 
states that any " •••• play you sllect should always be taught 
from the acting point of view." Both of these authors believe 
that students should visualize the play, trying to think of 
it as if it were on stage, not merely on the printed page. 
Despite the fact that many students have difficulty in 
understanding the structure of a written play, they are very 
popular with some students. Malcoln Mosing states that students 
" •••• like plays because they are brief; I like them because 
they call for imaginative reading." 4 /Irving c. Pooley states 
that drama " •••• is of almost universal appeal, I think, and 
1/Fred B. Millett, Reading Drama, Harper & Brothers, New 
York, 1950. 
1,/Ibid., P• 4. 
3/Dorothy Dakin, How to Teach High School English, D.c. Heath 
and Company, Boston, 1947, P• 272. 
4/Malcoln Mosing, "Appreciation through Units," The English 
journal, (February, 1955), 44:83. 
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- 1/ its brev ity makes it especially useful as literature."- Plays, 
then, are well liked by many students, and one of the major 
factors for th~s enjoyment is their relative shortness. 
2/ 
Joseph c. Gainsberg-states that there are two levels 
of appreciation of plays. The first -level is the action level. 
At this level the students thrill to the excitement of sheer 
action and suspense. He believes that it is more economical 
to obtain this level of appreciation from motion pietures, 
television and radio. It is for a higher level of appreciation 
3/ 
which the secondary school teacher should strive. He states:-
"There is •••• a higher level of appreciation, a level 
which permits the reader to make inferences and inter-
pretations as he reads, to visualize the characters and 
to hear them mentally, almost as though he were witness-
ing them on the stage. Further, he engages in many highly 
gratifying mental activities: he finds clues in the 
conversation that discloses the characters' traits, 
their motives, their feelings. He recognizes that their 
words are often intended to hide their thoughts, yet 
he perceives them clearly. He understands what is behind 
a deliberate emotion or exaggeration. He uses his under-
standing of the characters to anticipate their future 
action, and he responds with his own changing sympathies 
to the experiences and moods of the people in the play." 
4/ . 
Harley Granville-Baker- agrees with Joseph c. Gainsberg. 
1/Irving c. Pooley, 11 Drama in the Classroom," The English 
Journal, (March, 1955), 44:148. 
y Joseph C. Gainsberg, "Play-reading with Dynamic l1eaning," 
The English Journal, (September, 1952), 41:403-410. 
]/Ibid., P• 404. 
4/Harley Granville-Baker, The Use of the Drama, Princeton 
U'niversity Press, New Jersey, 1945, PP• 33-34. 
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He tells us that the least likely type of play for study is 
the play in which p~ysical action plays a large share in the 
story. Plays should be chosen in order that students learn 
understandings. 
Teachers have used dramatic literature in helping students 
1/ 
develop understandings and appreciations. Virginia Rider-
used modern dramas to educate students in tolerance; Sarah I. 
2/ 
Roody- used it to help develop students' personalities. Virginia 
Rider11also used modern dramatic literature to help educate 
students for peace. She used it not only to show the evils 
of war, but also to bring out problems that affect individuals 
in their relations with each other and problems that affect 
groups in their relations with each other. 
4/ 
J.N. Hook states that the historical, sociopsychological, 
emotive, didactic, paraphrastic and analytical approaches 
can all be utilized in teaching dramatic literature. Combi-
nations of these approaches are better than the constant use 
of one or two approaches. 
1/Virginia Rider, "Modern Drama Educates for Tolerance," 
~he English Journal, (January, 1947), 36:16-22. 
2/Sarah I. Roody, 11 Developing Personality through Literature," 
~he English Journal, (June, 1947), 36:299-304. 
3/Virginia Rider, 11 Modern Drama Educates for Peace," The 
English Journal, (September, 1943), 32::391-393. -
4/J.N. Hook; The Teaching of High School English, op. cit., 
pp. 137-162. 
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This writer feels that modern American dramatic literature 
has been overlooked by many of the secondary school English 
teachers. Many students leave school without reading a single 
play other than one or two of Shakespeare's plays. Many 
modern dramas are timely and worthwhile. 
In 1925, Ruth Beth Watts could state: 
!I 
"A study of our recent plays will bring this fact 
to light, that our modern dramatists are going deeper 
and deeper into the realities of life, reflecting 
absolutely and truthfully the life around us." 
2/ 
In 1934, Elizabeth Newton Wellington- stated that modern 
dramatist had, in general, broken away from sentimentalism, 
and that they had swung over to realistic problems of life. 
Since then our modern playwrights have continued to rely on 
the real problems of life in our civilization. Yet, modern 
drama, for the most part, has been slighted by our secondary 
schools. 
11 
A recent survey conducted by Albert B. F~iedman shows 
how few students read modern American dramatic literature. 
This survey was made with 198 better students from eleven 
selected secondary schools. These students were asked to write 
1/Ruth Beth Watts, The Modern En lish and American Drama As It 
Yllustrated the Modern Master's 
hesis, Boston University, • 
_y'Elizabeth Newton Wellington, The Place of Dramatics in the 
Public School Curriculum, Unpublished Master's Thesis, Boston 
University, 1934, P• 83. 
2/Albert B. Friedman, "The Literary 'Experie::..ces of High School 
Seniors and College Freshmen," The English Journal, (December, 
1955), 44:521-524. 
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on plays, poetry and novels of their own choice. Six American 
playwrights were mentioned more than once, five more than five 
times, and one playwright more than twenty times. Eugene 
O'Neill was the only American playwright to have more than 
two of his plays mentioned. Nine of Shakespeare's plays were 
mentioned, Hamlet being mentioned more than fifty times. 
Although the sampling of students is small, this writer feels 
that this survey point out the fact that students are not 
led to the development of an appreciation for modern American 
drama. Eleven twentieth century American novelists were 
mentioned more than five times. 
The most a teacher can do is to realize the problems 
involved in teaching modern dramatic literature, and to attempt 
to overcome these problems. Lou LaBrant sums up the teacher's 
1/ 
attempt in teaching the reading of plays. She states:-
"The teacher who must add up his gains every night 
and satisfy an exacting conscience may take refuge in 
the fact that, if within two or three weeks a class has 
learned to note and expect differences between written 
and observed plays, between legitimate and motion 
picture plays, has come to understand how to fill in 
the formal directions, and feels at home with a script--
if this has been even partly accomplished, and if, 
meantime, good conversation and some reading have been 
undertaken, there is no need to apologize." 
!JLou LaBrant, op. cit., pp. 288-289. 
3.5 
CHAPTER III 
UNIT A: MOD ERN AMERICAN DRAMATIC LITERATURE 
INTRODUCTION 
The following unit was constructed f or eleventh-grade 
college-preparatory pupils. It may also be used for non-
college-p reparatory students, but the mechanics and form of 
dramatic literature would not be stressed with these students. 
College-preparatory students will be expected to handle more 
difficult material, but there is still a wide ran g e of abil-
ities in advanced groups. Individual differences must be 
considered when providing for the w.ide spread of abilities. 
In order to provide for individual differences this 
unit gives a Pre-test, offers numerous activities represent-
ing varying degrees of difficulty, and lists many books for 
core and optional reading. 
It is important to note that this unit is flexible, and 
that the teacher may add or omit some core activities. The 
needs of the teacher's par t iculiar class should guide any 
c hange in this unit. 
GENERAL STATEMENT 
American dramatic literature has i mproved in quality 
during recen t years. Dramatists have increasingly become 
aware of man's problems; of man's striving for improving 
36 
his environment, for overcoming passions or for fighting for 
beliefs. Recent American dramatists have attempted to show 
these struggles in realistic dramatic prose which successfully 
competes with the modern dramas of the world. 
In The Lark Lillian Hellman has adapted Jean Anouilh's 
work in such a manner as to lose none of the force and vitality 
which was in the original French version. The play affords 
us the opportunity to observe an individual struggling for 
her beliefs against political and religious opposition. The 
play shows jealousy, religious intolerance and the force of 
faith. Although the events in the play occured over four-
hundred years ago, parallel situations are evident in our 
modern world. 
DELIMITATION 
1. All dramatic plays have certain basic elements in common: 
A. Theme - The theme is the basic idea of the play. 
Each play has one central theme which " •••• giy7s 
unit and purpose to everything that happens. 11 -
In all good dramas, the theme has a wide appeal 
and expresses a fundamental truth. When we judge 
a play it is important to determine: (1) What is 
the theme of the play? (2) Is it a worthwhile 
theme? and (3) Has the author been successful 
in pointing out his theme? 
B. Plot - The plot of any play is a 11 •••• series of 
rerited events beginning with the initial incident, 
leading through the rising action to the climax, 2/ 
and ending with the falling action and conclusion."-
1/Katharine Anne Ommanney and Pierce C. Ommanney, The Stage 
and the School, McGraw Hill Book Company, Inc., New York, 
1950, P• 23. 
1/Ibid., P• 23. 
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In every plot there must be a problem to be solved 
by a leading character or a conflict to be resolved 
between two forces. The initial incident follows 
the introduction in which the author introduces 
us to the principal characters, gives us informa-
tion about time and place, sets the mood and ac-
quaints us, through exposition, with what has 
happened before the curtain was raised. The initial 
incident is the first incident which arouses 
suspense in the audience. The rising action is a 
series of events which follows the initial incident 
and which builds up our excitement toward the 
climax. The major climax is the turning point 
toward which the suspense was built. The falling 
action is a series of events following the climax. 
It is here that the loose ends of the play are 
brought together, bringing success or failure, 
happiness or sorrow, to the leading characters. 
The denouement, or the conclusion, is the ending 
of the play. Conflict and suspense are prime 
factors in all plots. When handled correctly, 
suspense and conflict will promptly create interest 
in an audience, and this interest will increase 
in intensity from act to act. 
c. Atmosphere -A good play will quickly set the mood 
and atmosphere. Exposition is one of the prime 
devices for setting the atmosphere. 
D. Characters - It is important that the characters 
of a play are interesting people who represent 
life as we know it. The principal characters 
are those who are usually in conflict with opposing 
forces. The hero or heroine are the protagonists 
and those opposing them the antagonists. The 
major and minor characters, through their actions 
and speeches, help to develop the theme. Modern 
playwrights attempt to have the characters reveal 
themselves unconsciously by what they say and do, 
and by what is said about them. 
E. Dialogue - Dialogue is what the characters of 
a play say. Since dialogue and action are the 
" •••• sole means by which a dramatist can portray 
his character!/ set forth his theme, and develop 
his plot •••• "- the play's success depends a great 
1/Katharine Anne Ommaney and Pierce c. Ommanney, op. cit., 
P• 25. 
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deal on the skillful use of dialogue. It is im-
portant that the character's speech is consistent 
throughout the play, and that he talk as a person 
representative of the class to which he belongs. 
All good dialogue advances the plot. 
F. Action - Action may be both physical and emotional. 
The action of melodrama and farce is mostly physical 
and is used for its own sake. Great drama often 
uses action " •••• less for its own sake than to 
reveal mental states which ar1;to rouse sympathy 
or repulsion in an audience."- This mental activity 
can be as dramatic as physical action. Most action 
develops characterization and furthers the plot. 
2. All plays are classified into different types. The most 
important types are: 
A. Tragedy - A tragedy is a drama which shows the 
hero defeated " •••• through an error in judgment 
on his part and not through27ny viciousness or 
meanness in his character."- It is because of our 
pity for the tragic hero that he becomes more 
real and enduring to us. 
B. Comedy - A comedy is a play which ends happily. 
Comedy arises when a character's actions vary 
from what we consider normal, and thus he makes 
himself appear ridiculous to us. 
c. Melodrama - A melodrama lies between tragedy and 
comedy. It has a double ending, a happy ending 
for the hero and heroine, and an unhappy ending 
for the villain. The characters, situations, 
and speech of the characters are exaggerated. 
The characters do not develop with the action put 
are guided or dominated by purpose. 
D. Farce - A farce is a play which presents ridiculous 
characters in ridiculous situations. The plot 
of a farce is built of a serie~ of burlesqued 
contrivances. 
1/George Pierce Baker, Dramatic Technique, Houghton Mifflin 
Company, Boston, 1919, p. 36. 
~Hubert Heffner, Samuel Selden and Hunton Sellman, Modern 
Theatre Practice, Appleton-Century-Crofts, Inc., New York, 
1946, p .. 67. 
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3. A person can develop a sense of participation while read-
ing a play. Readers can learn to visualize the setting 
and characters, recognize the various moods in the play, 
hear the lines as they are read, and attempt to understand 
the characters and their motives. 
4. Plays are not written in the same manner as novels or 
short stories. A play is divided into acts, and the acts 
are often divided into scenes. The name of the character 
who is speaking is always placed before dialogue. Also, 
dramatists usually cannot give us detailed descriptions 
of characters and settings, novelists can. 
5. The action of an average three-aet play takes less than 
three hours. A novel's length is usually from two-hundred 
to six-hundred pages. The dramatist, if he wants the 
same results as the novelist, is forced to work more con-
cisely. 
6. In constructive dramatic criticism we judge both the 
faults and virtues of a play. An intelligent critic of 
drama will objectively judge the effectiveness of the 
theme, plot, characterization, style of writing, and the 
emotional impact of the play on the reader. 
1. The most available sources of criticism of modern American 
plays are prefaces to recent play anthologies or recent 
books written about the individual authors. Criticism 
of recent dramatic literature can often be found in the 
Books section of Theatre Arts. Some information can also 
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be found in theatrical columns of newspapers, or in such 
magazines as Time, Newsweek and The New Yorker. Although 
the theatrical columns are specifically interested in the 
theatrical aspects of the presentations, they often 
reveal constructive criticism of the written play. 
8. Comedies appeal to us " •••• only if our cultural background 
and temperament and past experiences permit us to respond 
1/ 
to them."- Thus, the appeal of comedy is not as universal 
as that of tragedy. 
9. America has recently developed dramatists who have con-
tributed exceptional plays to our theatre. 
10. Each age produces dramatists who write plays representative 
of our country and its culture. Reading plays written 
for our theatre of today can help us understand ourselves 
and the people around us. Relating a play to our own time 
and life makes the play more meaningful and enjoyable. 
11. Many plays have been translated from the French. Many 
of them have been failures in America, although they were 
huge successes in France. An author who tries to translate 
a foreign play is often as creative as if he were writing 
an original work. The author attempts to make the play 
interesting and meaningful to a different culture: an 
American culture whose viewpoints and tastes are relatively 
different from those of France. 
!/Katharine Anne Ommanney and Pierce c. Ommanney, op. cit., 
P• 43. 
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12. Individuals have been forced from the beginning of time 
to struggle for what they believe. Saint Joan, as others 
before and after her, fought for her religious beliefs. 
Others have had to fight for their moral and political 
beliefs. People will often persecute individuals who have 
the same beliefs as themselves. 
13. At one time the church had great political power. A person 
who was not tried by the civil courts might be tried by 
the ecclesiastical courts. They could punish offenses 
with death if they chose, although the usual severe punish-
ment was excommunication. 
14. St. Joan is the protagonist in The Lark. The whole action 
of the play revolves around her almost dogmatic faith in 
God, and her opposition to everything which went against 
this faith. 
15. St. Joan lived in a feudal society. The land was owned 
by lords, and the people of the different regions were 
tenants of the lords. These lords were under the rule of 
the k ing. 
16. The world is not always willing to accept a person who 
is dogmatically certain of himself. Joan went against the 
church and the state because of her beliefs. We frequently 
persecute individuals who are unrelentingly positive of 
themselves, and who refuse to go according to the rules 
set down by society. There is ~ justification for this. 
Society cannot allow people to break man-made laws when-
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ever they choose. 
17. People are often fickle, and a person may be a hero at 
one time and be condemned by the worshippers at another 
time. St. Joan was burned by some of the same people she 
helped save from destruction. Fickleness is also found 
in our modern world. Friendly countries turn enemies and 
comrades kill one another. 
18. Playwrights have presented Joan in many different lights. 
Georg e Bernard Shaw's Joan is different from Jean Anouilh's, 
and Shakespeare's Joan is entirely different from these 
tvro. 
19. Although Joan became a saint, she was human and had to 
conquer human fears when she was on trial for her life. 
PROBABLE INDIRECT AND INCIDENTAL LEARNING PRODUCTS 
.. 1. An understanding that tense plays are marked not only by 
strong suspense but by seriousness. 
2. An increased rate of reading. 
3. The development of a more extensive vocabulary. 
4. Increased skill in oral and written communication. 
5. An appreciation of early American plays. 
6. An increased interest in all currect plays from foreign 
countries. 
1. An attitude of racial and religious tolerance through 
a deeper understanding of the problems of other nation-
43 
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ali ties. 
B. A desire to broaden knowledge in other subjects. 
9. An attitude of increased interest in daily life experi-
ences. 
BIBLIOGRAPHY FOR TEACHERS 
Books 
1. Baker, George Pierce, Dramatic Technique, Houghton Mifflin 
Company, Boston, 1919. 
An old but valuable book dealing with what constitutes 
drama. Action and emotion and subject and plot are 
discussed. The latter portion of the book deals with 
characterization, dialogu~ writing a play, and the 
dramatist and his relationship to his public. 
2. Billett, Roy o., Fundamentals of Secondar -School Teachin , 
Houghton Mifflin Company, Boston, 19 0. 
Gives a comprehensive account of behavior and the 
learning process, and of current thought and practice 
in the various fields of secondary-school teaching. 
Part three deals with the history of unit organization, 
evaluations of the concepts discussed, and specimen 
units set up according to the author's theory of 
unit organization. · 
Egri, Lajos, The Art of Dramatic Writing, Simon & Schuster, 
New York, 1946. 
This book covers all forms of creativewriting, but 
the stress is on writing plays. This book covers 
not only the structure of a play and character 
building, but how to sell a play and which markets 
are searching for plays. 
4. Fabre, Lucien, Joan of Arc, McGraw-Hill Book Company, New 
York, 1954. {Translated from the French by Gerard 
Hopkins). 
5. 
A more modern handling of Joan of Arc than Waldman's 
book. This is a translation of a Frenchman's view-
point concerning a saint from his country. The 
story begins at Joan's birthplace, Domr6my, and ends 
in Rome with Joan's canonization. 
Freedley, George and Reeves, John A., A. History of the 
Theatre, Crown Publishers, Inc., New York, 1955. 
A detailed account of the theatre from its beginning 
to 1954. The important theatres of all the major 
countries are mentioned. The history of the American 
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theatre from 1815 to 1954 is discussed in Chapters 
XX, XXXII, and in supplementary section XVI. There 
are 418 illustrations. 
6. Gassner, John, The Theatre in Our Times, Crown Publishers 
Inc., New York, 1954. 
Essays investigating the nature of the theatre in 
our times, writers who have influenced it, and the 
direction it is likely to take. While no one section 
deals exclusively with American drama, most of the 
important playwrights from O'Neill to Hiller are 
mentioned. American drama after 1949 is only slightly 
discussed. 
1. Littlewood, Samuel R., The Art of Dramatic Criticism, 
Pitman, London, 19 2. 
Written in order to help young critics, this book 
deals with the practice and prospects of present-
day criticism. The accent is on criticism as it is 
practiced in the theatre and in journalism. Chapter 
X and XI, The Profession of Criticism, and From 
Present to Future, are especially important for 
this unit. 
B. Millett, Fred Benjamin, Reading Drama, Harper & Brothers, 
New York, 1950. 
A comprehensive discussion on how to read drama. 
This book gives the teacher information on the 
problems in reading drama, and information on what 
should be stressed in learning to read drama. By 
the author of The Art of Drama. 
9. Ommanney, Katharine Anne and Ommanney, Pierce c., The 
Stage and the School, McGraw-Hill Book Company;-Inc., 
A good handbook for teaching drama. Appreciating 
drama and viewing drama are especially important 
sections for this unit. The structure and types o-f 
plays are discussed, and co mments on how to view and 
criticize plays comprises Part Two of the book • . 
Pages 121 to 553 deal with very little material 
covered by this unit. 
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10. Quinn, Arthur Hobson, A History of the American Drama 
from the Civil War to the Present Day, Appleton-
Century-Crofts, Inc., New York, Revised Edition, 
1936. 
A detailed ac.count of the important plays, play-
wrights, theatres and trends from Augustin Daly 
to Lillian Hellman, Chapter XXIV continues where 
Mr. Quinn left off his history in 1926. Perhaps the 
best book of its kind for giving background material 
on the history of American drama. 
11. Smith, Dora v., Director, The English Language Arts, 
The Commission on the English Curriculum of the 
National Council of Teachers of English, Appleton-
Century-Crofts, Inc., New York, 1952. 
Volume I of a series of books in which this commission 
attempts to give a view of the English Language 
Arts as it is now taught and as it should be taught. 
Especially important are the goals and experiences 
in the English Language Arts Program. Good back-
ground material for all English teachers. 
12. Waldman, Milton, Joan of Arc, Little, Brown and Company, 
Boston, 1935. 
The story of a religious patriot who saved France. 
Mr. Waldman begins his history with Joan's death and 
then examines Joan's virtues and faults. The Joan-
Catholic Church controversy is effectively handled. 
A scholarly and objective account. Many maps and 
illustrations. 
Articles 
1. Gainsberg, Joseph c., "Play-reading with Dynamic Meaning," 
The English Journal, (September, 1952), 41:403-410. 
The author discusses the difficulties of teaching 
drama and of methods of interesting students in 
this form of literature. Mr. Gainsberg believes in 
the emphasis of creating sensory images, and he 
gives illustrations of how to apply the sensory 
techniques. 
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2. Hook, J.N., "The Multiple Approach in Teaching Literature," 
The English Journal, (April, 1948), 37:188-192. 
A discussion of the six possible approaches to the 
teaching of literature. Each approach is briefly 
described, and the author gives examples of when 
to use the various approaches. He also gives his 
reasons why he favors a variety of approaches. 
3. Mosing, Malcoln, "Appreciation through Units," The English 
Journal, (February, 1955), 44:80-86. 
The author discusses the importance of units in the 
Language Arts Program. Units, he feels, extends the 
interest and broadens the knowledge of the students. 
He tells us how he interested students in reading 
plays, as well as other forms of literature, by 
introducing units built around broad areas. 
Records 
St. Joan. Siobhan McKenna's Cambridge Drama Festival 
performance in George Bernard Shaw's play. RCA 
Victor, 1956. 
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PRE-TEST 
The purpose of this Pre-test is to discover what you 
already know about dramatic literature and Joan of Arc. Try 
your best to complete it. Since your paper will not be graded, 
don 1 t guess at answers to questions you do not understand. 
A. On the line at the left of each number, write the letter 
of the statement which is the best ending to each sentence. 
1. 
2. 
_3. 
_4. 
_5. 
6. 
_7. 
Joan of Arc was 
(c) a teacher. 
(a) a nurse. 
(d) a nun. 
(b) a soldier. 
The Lark is a (a) tragedy. 
(d) melodrama.. 
(b) comedy. (c) farce. 
The Lark was adapted from the French by · (a) Maxwell 
Anderson. (b) Arthur Miller. (c) William Shakespeare. 
(d) Lillian Hellman. 
The play takes place in (a) Italy. 
(c) France. (d) England. 
(b) Spain. 
Joan of Arc lived in the (a) 12th century. (b) 15th 
century. (c) 19th century. {d) 20th century. 
Joan of Arc was killed by {a) hanging. (b) the 
electric chair. (c) burning. (d) starvation. 
The role of Joan of Arc was recently acted on 
Broadway by {a) Julie Harris. (b) Margaret Sullivan. 
(c) Audrey Hepburn. (d) Diana Barrymore. 
B. Read each exercise below and circle the best answer in 
order to make a complete statement. 
1. In a tragedy the hero is defeated because 
(a) of an error in judgment on his part. 
(b) of an error in judgment on the part of the antagonist. 
(c) of the VJ.CJ.ousness and meanness of his character. 
(d) of his stupidity. 
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2. All great plays appeal to 
(a) one section of a country. 
(b) one country. 
{c) one continent. 
(d) every country. 
3. In criticizing plays we should 
(a) point out its values. 
(b) point out its faults. 
(c) point out its values and faults. 
(d) point out its action. 
4. The average acting length of a play is 
(a) two hours. 
(b) three hours. 
(c) four hours. 
(d) one hour. 
5. A play is 
(a) a shortened version of a novel. 
(b) a longer version of a short story. 
(c) a distinct type of literary composition. 
(d) a condensed version of dramatic poetry. 
c. Follow the same directions as Part c. 
1. In Joan of Arc's time ecclesiastical courts could 
(a) only try cases pertaining to stealing. 
(b) only try relatively unimportant cases. 
(c) condemn a person to death. 
(d) not try any cases at all. 
2. Joan of Arc lived in a 
(a) feudal society. 
(b) democracy. 
(c) dictatorship. 
(d) international federation. 
3. Joan of Arc was put to death because 
(a) she was a saint. 
(b) she was getting old. 
(c) she had helped win the war. 
(d) she refused to deny her beliefs. 
5o 
4. The struggle for individual freedom is 
(a) something new in history. 
(b) a perpetual struggle that faces each generation. 
(c) confined to saints. 
(d) confined to women. 
5. When one helps his country, people 
(a) are sometimes fickle and turn on him. 
(b) are forever grateful. 
(c) are not interested. 
(d) are sorry for our enemies. 
D. vlrite in front of each item in the column at the right 
the number of the item in the column at the left which 
belongs to it. 
1. r~s~ng action 
2. protagonist 
3. comedy 
4. plot 
5. dialogue 
6. climax 
7. melodrama 
B. theme 
9. antagonist 
10. falling action 
the basic idea of the play 
---the hero or heroine 
---a series of events following 
-the climax 
the action of a play 
---follows the initial incident 
---and builds toward a climax 
the one who opposes the hero 
-or heroine 
the beginning of a play 
---the plan of a literary work 
---a play in which the situations 
---are exaggerated 
the turning point 
---what the characters say 
---a play ending happily 
E .. Give a brief summary of what you already know about Joan 
of Arc and the type of society in which she lived. 
F. Write a short paragraph on A Play, giving your definition 
o£ what makes up a play. 
G. We are going to study plays, and our emphasis will be on 
Lillian Hellman's adaptation of The Lark. Write a short 
paragraph telling how you £eel about reading plays. 
Don't be afraid to say what you really think. 
]os-ton Urif'.Ters'f~ \ 
.. l f Educat l O!f Schoo o 
LibrarY 
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A. 
c. 
D. 
ANS~IER KEY 
PRE-TEST 
B. 
1. (b) 1. (a) 
2. (a) 2. {d) 
3. (d) 3. {c) 
4. (c) 4. (b) 
5. (b) 5. (c) 
6. (c) 
7. (a) 
1. (c) 
2. (a) 
3. (d) 
4. (b) 
5. (a) 
1. f ollowing the initial incident , 
2. the hero or heroine 
3. a play ending happily 
4. the plan of a literary work 
5. what the characters say 
6. the turning point 
7. a play in which the situations are exaggerated 
B. the basic idea of the play 
9. the one who opposes the hero or heroine 
10. a series of events following the climax 
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THE UNIT ASSIGNMENT 
(Tentative Time Allotment - Three Weeks) 
INTRODUCTION 
1. The Pre-test will be administered in order to determine 
pupils' needs and to motivate the class. 
2. First discussion period. The teacher will attempt to have 
students recall recent plays they have read. The follow-
ing questions may aid the class in realizing that modern 
American dramatic literature has a great deal to offer a 
discriminating reader, and that this literature reflects 
our American culture. 
a. What recent plays have you read? 
b. What were the plots of these plays? 
c. Did the characters speak and act the way people whom 
you know speak and act? 
d. Did these plays represent real problems that you, your 
family or friends have faced? 
e. Can you think of any problem youJve recently faced 
which could be dramatized? Has any playwright ever 
attempted to dramatize this problem?· 
f. Do you enjoy reading British or French dramas? Why? 
g. Do you prefer American dramas? Why? 
h. Until the 1920 1 s American drama echoed the English 
theatre traditions. Why do you think we have recently 
developed a more typical American drama? 
i. What was your favorite modern motion picture adapted from 
an American play? Does it represent life in America? 
j. What is American humor? Have foreign countries been 
successful in duplicating this type of humor in their 
plays? 
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k. Should we enjoy American plays even when the authors 
criticize our culture? 
3. Bulletin board. Material will be placed on the bulletin 
board before the first discussion period. This material, 
it is hoped, will help stimulate the discussion. Many 
different types of displays can be set up on such broad 
subjects as drama and Joan of Arc. For example, a bulletin 
board display on recent performances of plays based on 
the life of Joan of Arc would be effective. 
Suggestions~ a. Take the largest bulletin board in the 
room and seperate this board by placing a narrow colored 
strip of material through the center of the board. On 
the left side of the board, place photographs from magazines 
of Ingrid Bergman's performance in Maxwell Anderson's 
Joan of Lorraine, and on the right side of the board place 
magazin e photographs of Julie Harris' performance in The 
~· b. Material may easily be obtained on Miss Harris' 
recent theatre and television performances, but material 
on Miss Bergman's Joan of Lorraine may be difficult to 
acquire. Many magazines have had feature articles on 
Siobhan McKenna's performance in George Bernard Shaw's 
Saint Joan. Photographs from these articles may be 
placed opposite those of Julie Harris. Colored pictures, 
if possible, should be used. If there are black and 
white pictures which the teacher feels he should use, 
he can use them effectively if balanced with colored pic-
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tures. c. A technicolor production of Shaw's Saint Joan 
is now being prepared by a major motion picture studio. 
Bulletin board material will be abundant when this picture 
is released, and this material can be tied in with this 
unit. 
4. The Pre-test and the first discussion period will take 
two class periods. The study and activity guide will be 
distributed to the pupils near the closing of the second 
class. 
5. Second discussion period. Students will be prepared to 
discuss the first two questions in the study and activity 
guide. 
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STUDY AND ACTIVITY GUIDE 
Read this study and activity guide carefully. The core 
activities may be completed ahead of time, but I will give you 
the dates when they are due. If you have any suggestions of 
any other interesting things that have to do with this unit, 
write them out and place them on my desk. Pay particular at-
tention to the underscored terms in the guide. An under-
standing of these terms is necessary. 
You may do the optional-related activities if you are 
interested in them. Notify me if you are going to do one or 
more of these activities, and I will give you suggestions on 
how to get started on them. 
CORE ACTIVITIES 
1. Look up the term drama in at leaat one dictionary and one 
textbook. Which definition do you consider the best? 
Why? Can you think of a definition, expressed in your 
own words, which would explain the meaning of drama? 
2. How many types of dramas are there? Does tragedy mean 
more than a play in which the hero usually dies? Can 
a play be a combination of types? 
3. Define the following terms: theme, plot, atmosphere, 
characterization, dialogue and action. What is meant 
by the climax of a play? Select one recent motion picture 
or television play. What was the theme, plot, atmosphere 
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and climax of this play? 
4. Read Lillian Hellman's adaption of The Lark. Keep a 
list of the unfamiliar terms in the play. They will be 
discussed in class, but you will be expected to be familiar 
with their meanings before we talk about them. 
5. As you read The Lark answer the following questions: 
a. Why type of play is it? 
b. What is the introduction, initial incident, r~s~ng 
action, major climax, falling action and denouement 
of the play? 
c. What do we mean· by flashback? How is the flashback 
technique used in The Lark? 
d. Is there a great deal of action in the play? What 
kind of action is it? 
e. Who is the protagonist and the antagonist in the 
play?. 
f. What is the conflict in the play? Is it between two 
exterior forces? Between forces in conflict within 
the characters' minds? Between a combination of 
internal and external forces? 
g. How does the author build suspense? 
h. How many acts does the play have? What is the usual 
number of acts in most plays? 
i. Is there much detailed description of characters and 
settings? Can you give a good description of the 
settings without rechecking the text? 
j. What do we mean by a feudal societl? 
k. How does Joan's world co mpare with modern France? 
1. Wha t was the church's power in Joan's time? Could 
the church conduct trials? What types of punishments 
could the church impose? 
m. How did Joan manag e to win people to her side? 
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n. Who turned against Joan? Were they always her enemies? 
o. How are the rest of the female characters presented? 
p. What does Warwick mean when he says Joan is "a lark?" 
q. What were Joan's motives for her renunciation? Why 
did she change her mind about this renunciation? 
r. How did Joan feel about 11 ?-ian?" What are the Inquisitor's 
views on the same subject? 
s. Is Joan the first visionary in the history of the church? 
t. Was Joan 11 partly11 to blame for her death? 
u. Did Cauchon believe that he was justified in burning 
Joan? 
v. What are Warwick's motives for wanting Joan burned? 
w. Why does Joan feel that Charles' Coronation Day was 
the most happy day in her life? 
x. Why is the story of Joan of Arc interesting to us 
today? Can we find any people today who are facing 
relatively similar problems as Joaa faced? 
6. Write a critical evaluation of The Lark. Remember that 
criticism means judgment of what is effective about a 
play, not only its weaknesses. In your criticism mention 
appropriatness of theme, setting, characterization, 
atmosphere, dialogue, and the author's style and develop-
ment of plot. 
1. Read at least one play from the Plays or Play Collection 
sections of your bibliography. These plays are either 
in the school or class library. If there is an American 
play you'd like to read which is not mentioned in these 
sections, discuss this play with me. 
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8. Write a critical evaluation of the play you chose. Follow 
the suggestions given in core activity 6. 
9. Compare your criticism of the above play with that given 
by another critic. This criticism can often be found in 
prefaces of recent play anthologies or in recent books 
written about individual authors. You might also find 
play criticisms in the Books section of Theatre Arts or 
in the theatrical columns of newspapers and leading 
magazin es. The New York Times Sunday editions have espe-
cially fine theatre sections. Although the theatrical 
columns stress the production aspects of plays, they often 
give revealing criticisms of the written play. 
10. Do you believe that it is simpler to translate or adapt 
a foreign play than to write an original one? Write a 
short paper giving your opinions on the subject. 
11. Is the appeal of comedy as universal as that of tragedy? 
Why? Mention a recent British motion picture which you've 
seen and tell why you liked or disliked it. Was it as 
good as our better American films? 
12. Prepare a short paper on whether you believe the eccle-
siastical courts had a right to burn Joan. Weight the 
evidence for both sides of the issue. Give specific 
references from your reading to back your opinion. 
13. Many other playwrights have written plays about Saint 
Joan. William Shakespeare, Bernard Shaw and Maxwell 
Anderson have seen her in different lights than Jean 
Anouilh. Read one other play about Sai nt Joan and 
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compare it to The Lark. Is the play as effective as The 
Lark? How does the author feel about Joan? Be prepared 
............ 
to talk about the play you chose. 
14. Compare The Lark with any other play you 1ve read in 
another course. Discuss the similarities and dissimilar-
ities of themes, mood, characterization, plot, conflict 
and setting. Which is the better play? Why? 
15. Compare the setting of The Lark with that in the play 
you read for core activity 7. Were the settings appropriate 
to the plays? Which play do you believe would be easiest 
to produce in our school auditorium? Why? You should 
consider mobility, cost and ability to reproduce the 
settings. 
16. We are going to listen to Scene VI of Bernard Shaw•s 
Saint Joan. Read these questions before we hear the 
recording and try to answer them as you listen. We will 
discuss t hem later. 
a. Is there a more detailed discussion of the boundaries 
between political and ecclesiastical courts? 
b. Is the character of Cauchon presented differently 
in Shaw's version? 
c. Is there more humor in Shaw's play? Where is the humor? 
d. The Inquisitor is presented differently in Saint Joan. 
What traits does he have in this play which he lacks 
in The Lark? 
e. What additional facts are brought out about Joan•s 
conduct during her imprisonment which were not mentioned 
in The Lark? 
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f. What lines in Saint Joan are relatively the same as 
those in The Lark? 
g. Does the Chaplain appear in The Lark? 
h. Are the details of the spectators of Joan's burning 
the same in both plays? 
i. Is Joan a more human character in Shaw's play or in 
Hellman's adaption? 
j. Do you think Shaw has completed his play with Scene 
VI? 
k. Which play do you think you'd prefer reading? 
1. Do you think you'd enjoy The Lark more if you were able 
to hear professional players acting it out on recordings? 
17. Many recent American dramas have been filmed. Discuss 
as many filmed plays as you can remember, and tell which 
are tragedies, comedies, melodramas and farces. If you 
have both read the plays and seen the filmed versions, 
tell whether the films were more interesting than reading 
the plays. Which film was the most outstanding? Why? 
18. Many novels have been turned into plays. Such recent plays 
as The Desperate Hours and The Bad Seed have been success-
fully adapted from novels. What are the problems a play-
wright must face when changing a novel into a play? Name 
one recent novel which would make a good play, and give 
reasons for your choice. 
19. Theatre Arts is the most important American magazine deal-
ing with drama. Examine at least one copy of this magazine 
and tell whether you believe that this is a worthwhile 
magazine, or whether it does very little for drama. Do 
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you believe that Theatre Arts could be improved? How? 
Note that each copy of this magazine gives the text of a 
recent Broadway play. If you read the play, mention this 
on your paper. 
20. The following authors have recently written American 
dramatic plays: (1) Maxwell Anderson, (2) Robert Anderson 
(3) Horton Foote, (4) Lillian Hellman, (5) Howard Lindsay, 
(6) Arthur Miller, (7) Clifford Odets, (8) Elmer Rice, 
{9) John van Druten, (10) Thornton Wilder, and (11) Tennessee 
Williams. What were their most recent plays? What other 
plays did they write? Can you name any other authors who 
should be included in the above list? Why should they 
be included? What plays have they written? 
21. Write a short paper on Why Dramatic Literature Should Be 
Included in English Classes, or Why Dramatic Literature 
Should Not Be Included in English Classes. If you don't 
enjoy reading plays, do not be afraid to express your 
feeling, but be specific as to why you dislike reading 
these plays. 
22. Write a short paper on the most important things you 
learned from this unit. Tell why you liked or disliked 
the unit. 
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OPTIONAL-RELATED ACTIVITIES 
1. Write a s hort one-act tragedy which you believe would be 
acceptable according to present theories concerning the 
writing of modern drama. Remember the importance of plot 
and characterization. Limit your characters in order to 
develop them fully. This play can be read to the class 
after it is completed. 
2. Select from the American plays you have read examples of 
lines and passages that have impressed you. Why did they 
impress you? Who said them? Do they tell you something 
about the character of the person who spoke them? Do 
these quotations point to the atmosphere and mood of the 
play? 
3. Read a recent American play. Write a short criticism of 
t h e play and compare this criticism with the remarks of 
a professional critic. If you do not agree with him 
on some points, write a short paper defending your opinions. 
4. Take one of Shakespeare's famous soliloquys and tell how 
you would rewrite it into the play so as to have the 
character reveal himself unconsciously, as humans do in 
real life. 
5. Plan a notebook of clippings from newspapers and magazines 
of materials on dramatic writing which you think would 
be useful for this unit. The notebook will be placed in 
our class library. This notebook may be planned with other 
members of the class. 
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6. Take a short scene from any recent poetic play and rewrite 
it into prose. Be prepared to tell the class the diffi-
culties of such an undertaking. 
1. Prepare a Who's Who In Modern American Dramatic Writing 
of 1956. This paper will be pl a ced in our class library. 
Other members of the class may help you. 
B. If you enjoyed The Lark you will probably a ppreciate 
Georg e Bernard Shaw's Saint Joan. This play gives you a 
different viewpoint of Joan. Shaw, in his introduction 
to the play, gives us a detailed account of his theories 
con cerning Joan. Read t he introduction for a deeper insight 
into the play. Which play did you enjoy the most? Which 
do you consider techn ically superior? Write a short paper 
co mparing the two plays, giving specific references for 
your opinions. 
9. Write a short one-act comedy. Keep in mind the following: · 
a. What will interest the audience? "The successful play 
is a combination of •••• two qualities. It must have its 
roots in our common human ~7ture, and it must be set 
f orth in an original way."-
b. Does the play build up to a climax? 
c. Have you provided adequate stag e directions? 
d. Is your list of characters small? Have you fully 
developed the main characters? 
1/Agnes Platt, Practical Hi n ts on Playwriting, Dodd, Mead 
and Co., New York, 1920, p. 3. 
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e. Do your characters seem human or artificial? 
f. Are the situations probable? 
g. Does the play have enough action? Too much? 
h. Is the dialogue natural? 
10. Write a short history of modern American drama. Limit 
yourself to a four or five-page report. Mention only 
the most important incidents. This report will be placed 
on the bulletin board. 
11. Take any play which you have seen or read and write a 
summary of it. Remember that summaries should be as short 
as possible, still pointing out the important features 
of a play. 
12. Form a committee to go to the library to look over books 
and magazines pertaining to modern American dramatic 
literature. Be prepared to discuss how the committee went 
about collecting information, and what were the important 
findings of the committee. 
13. Make a list of all the physical and mental qualities you 
believe a playwright should have. Give brief reasons for 
your choices. 
14. Write a short paper on the most outstanding character 
you've encountered in reading recent plays. Give specific 
reasons why he has captured your imagination. The 
character may be chosen from any type of play. 
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15. Many of our modern American plays have been made into 
motion pictures. For example, Maxwell Anderson's Joan 
of Lorraine was filmed with Ingrid Bergman playing Joan. 
Make a list of American plays which have been filmed 
within the past ten years. Give your opinion of a filmed 
version of a recent American play. Did the film deviate 
from the written play? Did you enjoy reading the play 
more than viewing it? 
16. Write a short history of one era of drama. For example, 
you can choose mediaeval drama, Elizabethan drama or 
modern drama. You may also limit yourself to the drama 
of a certain country. 
17. Give a four or five-page biography of a famous American 
dramatist. You need not limit yourself to living play-
wrights. Tell us something about his life, his works, 
and his t heories of dramatic writing. 
18. Make a list of themes around which you feel good dramatic 
plays might be based. Have these themes ever been used 
before? If not, why not? Important current issues can 
be included in this list. 
19. The Lark was translated from a French play written by 
Jean Anouilh. Find out how many worthwhile plays within 
the past fifteen years have been translations from French 
plays. Have there been many plays presented in this 
country derived from recent German, Italian and Russian 
plays? Discuss this as fully as possible. 
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20. Write a more detailed account of Saint Joan's capabilities 
as a soldier than has been given in classroom discussions. 
Do you believe that Joan would make a successful soldier 
today? You might compare modern warfare with the warfare 
of Joan's day. 
21. Write a paper comparing Jean Anouilh 1 s interpretation of 
Saint Joan with that of an acceptable biography of this 
great woman. Note the similarities and differences of 
the two accounts. 
22. Using The Lark as a source, write a short paper on how 
a mob behaves when it is eager to murder. This action 
is not presented on stage, but much is infered from the 
dialogue of those who watched the burning. Can you think 
of any recent examples of mob violence which can be 
compared with that displayed in this play? 
23. Compare The Lark with any other play you've read. Compare 
the conflicts, characters, settings, dialogue and actions 
of each play. Which play is more effective? Why? 
24. The heroine of The Lark was persecuted because of her 
belief that God had dele gated her to save France; Inherit 
the Wind deals with a man who is on trial because he 
believes and teaches a theory whimis not accepted by 
his pupils' parents. Discuss other plays which deal 
with individuals who are persecuted because of their 
beliefs. What ~hould these plays teach us? 
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25. Write a short paper on a character in The Lark, excluding 
Joan, and tell how he has helped you to better understand 
yourself and others. 
26. Prepare a panel discussion on If Saint Joan Lived Today. 
The panel will be given class time to talk on how Joan 
would be received by modern society. 
27. Draw a map of the geographical area where the battles 
took place, and also where Joan was executed. 
28. Draw a picture of how you visualize Saint Joan being burned. 
29. If you have friends in France, write to them and ask 
them to give you their opinions concerning Saint Joan. 
30. Plan a bulletin board display of materials pertaining 
to Saint Joan. With the revival of interest in plays 
written about Saint Joan, there is much material concern-
ing her in past issues of popular magazines. 
31. Read The Lark in French and compare it with the English 
version. Which do you believe superior? Why? 
32. Women are playing a greater role in war. Contrast the 
military opportunities of the women of today with those 
in Saint Joan's time. 
33. Some girl may be interested in making a Saint Joan costume 
and putting it on a doll. Examine pictures of Joan in 
order to obtain ideas. 
34. Some of the boys with shop experience may wish to construct 
a model courtroom depicting where Joan was tried. You 
can obtain clues to the plan for such a room from the 
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plays concerning Joan and from photographs of sets used 
for these plays. 
35. Saint Joan spent some time in prison awaiting her trial. 
You may be interested in comparing the prison system 
today with that of Joan's time. 
36. The Catholic church has cannonized many saints. Perhaps 
it would be interesting to examine other saints who have 
died for their faith. Prepare a report on this to be 
presented to the class. 
37. Prepare a newspaper account of Saint Joan's trial as if 
you were covering it for a local newspaper. 
38. Make a list of all the actresses who have played Saint 
Joan on Broadway, and give the year in which each played 
this role. This will be posted on the bulletin board. 
39. If you wish to work on a project not mentioned in this 
section, discuss your ideas with me. 
40. A program committee will be needed to arrange for the 
presentation of the material that the class has pr~pared. 
If you are interested in serving on this committee, 
notify me. 
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THE POOLING-OF-EXPERIENCE PHASE 
Exhibitions. During the unit, the pooling-of-experience 
activities will be carried on in the laboratory period. 
However, the class will set aside two days for exhibitions 
and demonstrations of the best work of the pupils. Work from 
optional-related activities which has not been examined or 
placed on the bulletin boards will be shown and explained 
by the pupils. The best dramatic criticisms, reports and 
papers, as well as pictures and news clippings brought in 
by the pupils, will be displayed on the bulletin boards. 
Demonstrations. Each student will be allowed time for 
demonstrations of their work from optional-related activities. 
EST INA TION OF EDUCATIVE GROWTH 
Dramatic criticisms. Each pupil will be required to 
write three dramatic criticisms during the unit. The second 
and third criticisms will be compared with the first to judge 
the improvement in the techniques of dramatic criticism. 
The log. During the unit the teacher will keep a record 
of the interests, abilities and accomplishments of each 
pupil in the class. This information will be obtained from 
1the pupils' work in core and optional activities, from talks 
with students and from written evaluations made by students. 
The log and the criticisms will give information on abilities 
and growth in concepts. Acquired information will not be 
stressed. 
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The informal objective test. At the end of the unit the 
teacher will administer an objective test based upon the items 
of the delimitation and the probable indirect and incidental 
learning products. This test will stress the information the 
students have acquired during the unit. 
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FINAL TEST 
A. Read these sentences carefully. If you think a sentence 
is true, put a (T) in the blank before the number of the 
sentence. If you think it is false, put an (F). 
1. 
_2. 
_3. 
_4. 
_5. 
_6. 
_7. 
B. 
-
_9. 
Conflict is necessary in all dramatic plays. 
Most modern plays have four acts. 
Action is always physical in a play. 
Newspapers and magazines are the most popular 
sources of dramatic criticism. 
The situations in the better dramas should be 
true to life. 
In dramatic criticism we judge only the weaknesses 
of a play. 
The title of a play usually tells you what type 
of play it is. 
The theme of a play is never spoken by a character, 
it is always left to the interpretation of the 
audience. 
In modern plays the authors usually attempt to 
have the characters reveal themselves unconsciously. 
_10. One of the purposes of exposition is to introduce 
us to the characters in the play. 
_11 •. In order to judge a play intelligently a critic 
should know the basic techniques of dramatic 
productions. 
___ 12. The average length of a play is less than three 
hours. 
___ 13. Joan died when she was nineteen years old. 
___ 14. Julie Harris played Joan of Arc in the Broadway 
production of The Lark. 
___ 15. Karl Malden played the role of Warwick in the 
Broadway production of The Lark. 
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B. Complete the following sentences by filling in the word 
or words which are missing. 
1. A drama which ends unhappily for the hero is called a 
------· 
2. The sole means by which a dramatist can portray his 
characters and develop his plot is through 
and • 
3. seem entertaining to us only if our cultural 
background, temperament and past experiences permit 
us to respond to them. 
4. All outstanding tragedies should have 
appeal. 
5. is an exaggerated comedy with terrific 
suspense and horrifying details. 
6. The is the turning point in a drama. 
1. St. and St. are the two female 
saints who visited Joan. 
B. Joan was sent to prison on a charge of 
------· 
9. Joan won Beaudricourt to her side with 
------· 
10. Charles was crowned in the city of 
------· 
11. invented the game of cards. 
12. Joan felt that 
on earth. 
was the supreme miracle 
13. An 
for. 
soldier gave her the cross she asked 
14. placed Joan on trial for the church. 
15. In Shaw's Saint Joan, Joan put 
recantation of heresy. 
on the 
c. On the line at the left of each number, write the letter 
of the statement which is the ~ ending to each sentence. 
1. Warwick was interested in the 
a. religious significance of Joan's trial. 
b. political significance of Joan's trial. 
c. social significance of Joan's trial. 
d. financial significance of Joan's trial. 
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2. On the recording of Saint Joan, Joan was played 
by 
a. Julie Harris. 
b. Siobhan McKenna. 
c. Barbara Bel Geddes. 
d. Nancy Kelly. 
___ 3. Joan decided to start her story with the 
a. first time she heard her Voices. 
b. day of Chales 1 coronation. 
c. day she won Orleans. 
d. day she was taken prisoner. 
___ 4. Joan felt, at first, that 
a. she needed more time to prepare before saving 
France. 
b. she was mistaken by what the Voices said. 
c. she should not listen to the Voices. 
d. she was not qualified to save France. 
___ 5. Agnes was Charles' 
a. wife. 
b. mistress. 
c. sister. 
d. mother. 
D. Chec k the characters who appear in Scene VI of Shaw's 
Saint Joan but who do not a ppear in The Lark. 
1. The Inquisitor 
2. Ladvenu 
3. John D1 Estivet 
4. Cauchon 
5. The Executioner 
6. Courcelles 
1. Warwick 
8. The Pag e 
E. Write in front of each item in the column at the right 
the number of the item in the column at the left which 
belongs to it. 
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1. recant 
2. heresy 
3. bilboquet 
4. mandrake 
S. inquisition 
6. temporal 
7. excommunication 
___ to take back openly 
___yertaining to the present life 
___ a herb supposingly having super-
natural powers 
a game 
~a censure casting one out from 
-the church 
religious opinion apposed to the 
---church 
evident to the sences 
~a judicial inquiry before a judge 
a letter from a high • official 
F. Write in front of each item in the column at the right the 
number of the item in the column at the left which belongs 
to it. 
1. drama 
2. falling action 
3. major climax 
4. denouement 
s. tragedy 
6. exposition 
7. farce 
the turning point toward which 
---the suspense was built 
a drama which shows the hero 
-defeated 
one of the devices for setting 
-atmosphere 
the basic idea of a play 
---a series of events following 
-the climax 
___ lies between tragedy and comedy 
the conclusion of the play 
---a composition using dialogue 
-and action 
a play with ridiculous 
---characters in ridiculous 
situations 
G. Write in front of each item in the column at the right 
the number of the item in the column at the left which 
belongs to it. 
1. Duke of Burgandy 
2. Warwick 
3. Cauchon 
4. St. Michael 
5. Beaudricourt 
6. Charles 
appeared to Joan to tell her 
---she must save France 
soldier who fought with Joan 
---sold Joan to the English 
:::supplied Joan with a horse, 
armor and men 
___aave Joan a cross 
_was a captain in the British 
army 
became king of France 
---represented the interests of 
---the English at Joan 1 s trial 
wanted to save Joan 1 s life 
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H. Write in front of each item in the column at the right 
the number of the item in the column at the left which 
belongs to it. 
1. Arthur Miller 
2. Clifford Odets 
3. Arthur Laurents 
4. Maxwell Anderson 
5. Thomas Heggen 
6. Joseph Hayes 
1. Howard Lindsay and 
Russell Crouse 
The Desperate Hours 
The Grass Harp 
Bell, Book and Candle 
All My Sons 
The Bad Seed 
Home of the Brave 
}'Ir. Roberts 
The Happy Time 
The Great Sebastiana 
The Flowering Peach 
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A. 
c. 
E. 
1. T 
2. F 
3. F 
4. T 
5. T 
6. F 
7 • F 
8. F 
9. T 
10. T 
11. T 
12. T 
13. F 
14. T 
15. F 
1. b 
2. b 
3. a 
4. d 
5. b 
1. to take back openly 
ANSWER KEY 
FINAL TEST 
B. 
D. 
1. tragedy 
2. action and dialogue 
3. Comedies 
4. universal 
5. Melodrama 
6. crisis 
7. Marguerite and Catherine 
8. heresy 
9. flattery 
10. Orleans 
11. Charles' father 
12. l1an 
13. English 
14. Cauchon 
15. mark 
John D1 Estivet 
Courcelles 
The Page 
2. religious opinion opposed to church 
3. a game 
4. a herb supposingly having supernatural powers 
5. a judicial inquiry before a judge 
6. pertaining to the present life 
7. a censure casting one out from the church 
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F. 
G. 
H. 
1. a composition using dialogue and action 
2. series of events following the climax 
3. the turning point toward which the suspense was built 
4. the conclusion of the play 
5. a drama which shows the hero defeated 
6. one of the devices for setting atmosphere 
7. a play with ridiculous characters and ridiculous 
situations 
1. sold Joan to English 
2. represents the interest of the English at Joan's trial 
3. wanted to save Joan's life 
4. appeared to Joan to tell her she must save France 
5. supplied Joan with a horse, armor and men 
6. became king of France 
7. soldier who fought with Joan 
1. 
2. 
3. 
4. 
5~ 
6. 
7. 
All My Sons 
The Flowerin! Peach 
Home of the rave 
The Bad Seed 
Hr. Roberts 
The Desperate Hours 
The Great Sebastiana 
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Gordon, Ruth, Over 21, Random House New York, 1944. 
_______ , Years Ago, Viking Press, New York, 1947. 
10. Gow, James and d 1 Usseau, Arnaud, Tomorrow the World, 
Charles Scribner's Sons, New York, 1943. 
11. Haines, William Wister, Command Decision, Random House, 
New York, 1948. 
12. Hart, Moss, Christopher Blake, Random House, New York, 
1947. 
13. Hayes, Joseph, The Desperate Hours, Random House, New 
York, 1955. 
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14. Heggen, Thomas and Logan, Joshua, Mister Roberts, Houghton 
Mifflin Company, Boston, 1948. 
15. Hellman, Lillian, Watch on the Rhine, Random House, New 
York, 1941. 
16. Herbert, F. Hugh, Kiss and Tell, Coward-McCann, New York, 
1943. 
17. Kanin, Fay, Goodbye, My Fancy, Samuel French, New York, 
1949. 
18. Kaufman, George s. and Hart, Moss, George Washington 
Slept Here, Random House, New York, 1941. 
19. Kesselring, Joseph, Arsenic and Old Lace, Random House, 
New York, 1941. 
20. Kingsley, Sidney and Koestler, Arthur, Darkness at Noon, 
Random House, New York, 1951. 
21. Kingsley, Sidney, Detective Story, Random House, New York, 
1949. 
22. Krasna, Norman, Dear Ruth, Random House, New York, 1945. 
23. Laurents, Arthur, Home of the Brave, Random House, New 
York, 1946. 
24. Lawrence, Jerome and Lee, Robert E., Inherit the Wind, 
Random House, New York, 1955. 
25. Levin, Ira, No Time For Seargeants, Random House, New 
York, 1956. 
26. Lindsay, Howard and Crouse, Russel, Life With Mother, 
Alfred A. Knopf, New York, 1949. 
27. , State of the Union, Random House, New York, 
--~194. 
28. McCullers, Carson, The Member of the Wedding, Houghton 
Mifflin Company, 19$0. 
29. Maloney, Rose Franken, Claudia, Farrar and Rinehart, 
New York, 1941. 
30. Miller, Arthur, All My Sons, Reynal & Hitchcock, New 
York, 1947. 
31. ______ , Death of a Salesman 1 Viking Press, New York, 1949. 
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32. Odets, Clifford, The Country Girl, Viking Press, New 
York, 1951. 
33. 
34. 
35. 
36. 
Osborn, ·Paul, A Bell for Adana, Alfred A. Knopf, New York, 
1945. 
----
, Point of No Return, Random House, New York, 1952. 
Patrick, John, The Hasty Heart, Random House, New York, 
1954. 
, The Teahouse of the August Moon, G.P. Putman's 
-----~Sons, 1954. 
37. Sherwood, Robert, The Rugged Path, Charles Scribner's 
Sons, 1946. 
38. Taylor, Samuel, The Happy Time, Random House, New York, 
1950. 
39. van Druten, John, I Remember Mama, Harcourt Brace & Co., 
New York, 1945 .• 
40. Wilder, Thornton, The Skin of Our Teeth, Harper & Brothers, 
New York, 1943. 
41. Williams, Tennessee, The Glass Menagerie, Random House, 
New York, 1945. 
42. Wouk, Herman, The Caine Mutiny Court-Martial, Doubleday & 
Company, Inc., New York, 19$4. 
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UNIT B: THE AMERICAN THEATRE 
INTRODUCTION 
The following unit was constructed for eleventh-grade 
college-preparatory pupils. It may also be used for non-
college-preparatory students, but the more detailed aspects 
of the theatre would not be stressed with these students. 
The wide range of abilities and individual differences among 
college-preparatory students must be considered. 
In order to provide for individual differences this unit 
gives a Pre-test, offers numerous activities representing 
varying degrees of difficulty, and lists many books for core 
and optional reading. 
This un it is flexible, and the teacher may add or omit 
some of the core activities. The needs of the teacher's 
particuliar class should guide chang es. 
GENERAL STATEMENT 
Modern American theatre offers many important American 
plays which are worthy of our consideration, and which command 
the respect of countries throughout the world. These plays 
have been given impressive productions by producers who now 
realize that thought-provoking plays, which show some favorable 
or unfavorable facets of our American culture, can be finan-
cially successful. 
84 
85 
There are many people responsible for the production of a 
play. Actors, directors, producers, scenic designers, lighting 
technicians, make-up men, musicians, publicity men and ticket 
sellers are only some of the people engaged in producing a 
play. 
Theatre etiquette is important when seeing a play. When 
a student goes on a field trip with his classmates, or when 
he attends the theatre alone or with friends, he should 
remember that certain courtesies are required of him. He 
should be punctual, quiet and attentive. 
DELIMITATION 
1. A good play will quickly set the mood and atmosphere. 
While exposition is the prime device for setting the 
atmosphere at the beginning of a play, lighting, setting, 
and manner of speech and movement of actors all help in 
setting the mood. 
1/ 
2. "A play exists to create emotional response in an audience."-
This emotional response may be in sharp contrast with the 
emotions of those on the stage. Also, authors and actors 
may fail to produce the emotions they intend to communicate 
to the audience. 
3. An intelligent critic of drama will objectively judge 
the effectiveness of the following: the theme, plot, 
characterization, style of writing, staging and acting of 
!/George Pierce Baker, op. cit., p. 43. 
a play. Outstanding plays may be poorly produced; poor 
plays may have fine productions. Great acting can some-
times hide the fact that the author either has little to 
say or that he has said it poorly. 
4. Until the 1920, the United States followed the traditions 
of the English stage very closely. Sincethen it has 
dev eloped a theatre that is more typical of its own 
culture. American dramatists have written many great 
plays which successfully depict America and the various 
types of people who live in this country. 
5. Theatre manners are important in attending a play. Arriving 
late, talking during the play, and squirming in seats all 
help to detract from the play. 
6. Attention is necessary in viewing a dramatic production. 
A person can go over a passage or sentence that he has 
missed while reading. Once an actor has spoken, or an 
action has taken place, it will not be repeated until the 
next performance. 
1. Newspapers and magazines are the most available sources 
of dramatic criticism. Nearly every newsp a per has a 
theatrical column, the outstanding New York papers having 
the most influential and outstanding critics. Many 
magazines, such as Time, Newsweek and The New Yorker~ 
have critics who judge all plays that are presented in 
New York. Theatre Arts is t he most widely read magazine 
dealing e xclusively wit h the theatre. In judging the 
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reports of professional drama critics, a wise student 
will not take the critic's word as gospel. The student 
should read the reviews of many critics in order to observe 
the points on which they agree and disagree. While a 
student should not completely dismiss the opinions of 
professional critics, he should use his own intelligence 
and discrimination in judging a play. 
8. All plays are classified into different types. The most 
important types are tragedy, comedy, melodrama and farce. 
9. Dramatic plays must realize some profit or they will 
disappear from our theatres. Producers are faced with 
the problem of chosing plays which will appeal to the 
public and bring in returns for the plays' backers. 
10. Music is frequently used in dramatic presentations to 
provide background for a story, or it is often interwoven 
into the plot. Arthur Miller used it in Death of a 
Salesman to transport Willy Loman from the present to 
the past. 
11. The physical characteristics of the stage have greatly 
changed since the Blackfriars Theatre of Shakespeare's 
day. 
12. Some of the important factors in making a play a success 
are: 
A. Director. The director is not only responsible 
for managing the various departments {stage crews, 
make-up men, costumers, scenery designers, among 
others), but he must conduct rehearsals, choose 
a cast, and interpret the play so as to present it 
the way the author intended it to be presented. 
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B. Actors. The actor interprets the character he 
portrays. He must imagine this character's 
physical appearance, his gesture, voice, walk and 
mental and emotional make-up. The actor must also 
realize the character in relation to other 
characters. If the actor makes the character live 
for an audience, if he has interpreted the theme 
and aim the author has intended, and if he 
realizes the part his role plays in the whole play, 
he is a successful actor. 
c. Setting. The setting should be suitable to the 
play. It must be a location where the action of 
the play would naturally occur. Important scenic 
artist study the play thoroughly in order to 
provide proper settings. 
D. Lighting. Lighting is used " •••• to establish mood, 
•••• to imitate natur.7al phenomena Land7 to give forms plasticity."~ 
E. Music. While music is seldom used in dramatic 
plays, it is sometimes employed to reinforce the 
mood of the play. 
F. Make-up. Make-up is employed for two reasons: (1) to increase the actor's expressiveness which 
is dimmed by the effect of artificial light and 
by distance from the audience, and (2) to alter 
the actor's coloring and facial structure to 
conform to the requirements of the character in a 
particular play. 
13. Many recent stage plays have been made into motion 
14. 
pictures. While motion pictures have the advantage of 
being able to give us a greater panoramic view of the 
setting by showing scenery which cannot be presented on 
the stage, the stage can produce greater intimacy by 
presenting live actors and actresses who are not seen 
on the flat surface of a screen. 
Many cities and larger towns have organized theatres 
which present fine productions of American plays. These 
1/Barnard Hewitt, Plaf Production, New York, J.B. Lippincott 
Company, New York, 19 o. 
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theatres give training to actors and actresses, and they 
often produce the plays of relatively unknown authors 
which Broadway producers will not present. Margo Jones' 
Texas theatre, for example, was instrumental in giving 
wider recognition to Tennessee Williams' plays. Summer 
theatres also experiment with new plays, as well as 
present established plays, but "tent theatres" often 
confine their productions to musicals. 
15. Voice training is very important to actors and actresses. 
While microphones are used in motion picture theatres in 
order for the audience to hear every word, stage actors 
m~st learn to reach the balconies without amplifiers 
and still not strain their voices. Actors must also 
learn to train their voices in order to be able to imitate 
sectional and regional dialects. 
16. Dramatists choose themes which will interest audiences. 
These themes represent things we have experienced our-
selves, or things others have experienced but for which 
we ourselves can feel or for which we can sympathize _.· 
Our daily lives and current newspapers are filled with 
suitable themes which could be effectively handled by 
competent dramatists. 
17. Television and radio dramas have always been very popular 
in this country. Television, like motion pictures, lacks 
the intimacy of stage presentations, and radio lacks 
both this intimacy and also the visual. "Live" television, 
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in which the actors are not allowed to reshoot a scene, 
is more effective than filmed television shows. 
18. Many stage plays have been turned into musicals. My Fair 
Ladz~ based on Pygmalion, and Wonderful Town, based on 
Mv Sister Eileen, are two recent e x amples. It is often 
interesting to compare the musical with the dramatic 
version i n order to see how closely the lyrist has follow-
ed the original text. Mz Fair Lady is an excellent 
example of a musical in which the lyrics have been carefully 
based on the author's play. 
19. Plays, unlike novels, are divided into acts. These acts 
are frequently divided into scenes. When reading a play, 
we find the characters' names before their speeches, 
and we are often given information about the scenery and 
the characters' physical and mental characteristics. 
20. Field trips are important in giving pupils vicarious 
experiences. Field trips to the theatres allow pupils 
to view actors and actresses in plays they would probably 
never see. 
PROB AB LE INDIRECT AND INCIDENTAL LEARNING PRODUCTS 
1. An attitude of increased interest in daily life experiences. 
2. An increased awareness of the responsibilities of 
citizenship. 
3. An increased interest in independently seeing more 
dramatic plays. 
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4. An increased ability to experience life vicariously. 
5. An appreciation of plays from other countries. 
6. A desire to broaden knowledge in other subjects. 
1. An increased skill in oral and written communication. 
B. An increased desire to cooperate with others. 
9. The development of a more extensive vocabulary. 
10. An increased rate of reading. 
11. An attitude of tolerance through a deeper understanding 
of the problems of others. 
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BIBLIOGRAPHY FOR TEACHERS 
Books 
1. Billett, Roy o., Fundamentals of Secondar -School Teachin , 
Houghton Mif lin Company, Boston, 19 o. 
Gives a comprehensive account of behavior and the 
learning process, and of current though and practice 
in the various fields of secondary-school teaching. 
Part three deals with the history of unit organization, 
evaluations of the concepts discussed, and specimen 
units set up according to the author's theory of 
unit organization. 
2. Cheney, Sheldon, The Theatre, (Three Thousand Years of 
Drama, Acting and Stagecraft), Revised Edition, 
Longmans, Green and Company, New York, 1952. 
The theatre from the beginning to the present. 
Especially valuable for its 278 illustrations of 
theatres, actors, costumes, make-up and settings. 
The theatre of the early bven tieth century, and 
the rise of production as an art, are particularly 
important for this unit. 
3. Cole, Toby and Chinoy, Helen Krich, Actors on Acting, Crown 
Publishers, New York, 1949. 
This book gives the theories, techniques and practices 
of the great actors of all times as told in their 
own words. Essays of actors from all the important 
countries are included. America is represented by 
actors from Edwin Forrest to Howard Lindsay. Good 
background material on acting for teachers. fias a 
detailed bibliography. 
4. Gassner, John, Form and Idea in Modern Theatre, The Dryden 
Press, New York, 1956. 
The author discussed "modernity" in our theatre. 
He traces the historical developments in the theatre 
and reviews and evaluates the theories and practices 
of the stage. Realism, expressionism and theatricalism 
are examined. 
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5. 
6. 
Gassner, John, Mastersof the Drama, Revised Edition, 
Dover Publications, Inc., New York, 1954. 
A discussion of the influential playwrights from the 
beginning of drama to the present day. Mr. Gassner 
begins with Eugene O'Neill, when writing about the 
American theatre, and ends with Tennessee Williams 
and Arthur Miller. Closing section on modern theatre 
and modern drama are also important for this unit. 
Hughes, Elinor, Passinf Through to Broadway, Waverly 
House, Boston, 19 B. 
This book gives a short synopsis, season by season, 
of Broadway between . the years 1936-1947, and also 
discusses the position Boston holds as the leading 
tryout city in America. The large appendix gives 
a season by season listing of all Broadway openings 
and the casts of these plays. 
7. Hughes, Glenn, A History of the American Theatre, 1700-1950, 
Samuel French, 1951. 
A detailed account of the American theatre from the 
time it gave its first production until 1950. 
Especially important for this unit is the last 
chapter, The Fight for Survival. This chapter deals 
with the last decade's productions, and it attempts 
to discover the course which the theatre will take 
in the future. 
8. Morris, Lloyd, Curtain Time, (The Story of the American 
Theatre), Random House, New York, 1953. 
A book which deals with the history of the American 
theatre, but it places its stress on the famous 
actors and actresses of our stage. There are 365 
illustrations, beginning with George Fredrick Cooks 
and ending with Gertrude Lawrence. 
9. Nicoll, Allardyce, World Drama, (From Aeschylus to 
Anouilh), Harcourt, Brace and Company, New York, 
1949. . 
A comprehensive book dealing with the history of 
drama from its beginning until the 1940's. 
Especially valuable in tracing the beginning of 
realism and the authors who influenced our American 
playwrights. Comedy and the revival of poetic 
drama are also discussed. 
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10. Ommanney, Katharine Anne and Ommanney, Pierce c., The 
Stage and the School, McGraw-Hill Book Company;--
Inc., New York, Revised Edition, 1950. 
The teacher's most valuable handbook for the teach-
ing of drama and the theatre. Part Four, dealing 
with the fundamentals of play production, stage 
settings and lighting, costuming, stage make-up 
and writing original plays, is the most important 
section for this unit. 
11. Post, Emily, Etiquette, (The Blue Book of Social Usage), 
Funk and Wagnalls, New York, 1950. 
A detailed (635 page) book dealing with proper 
conduct for almost any type of occasion. Chapter 
nine, At the Opera, the Theatre, and Other Public 
Gatherings, gives information on what is expected 
of an individual at the theatre. 
12. Sobel, Bernard, The Theatre Handbook, Crown Publishers, 
New York, 1948. 
A detailed (866 page) book covering all phases of 
the theatre. The director, staging and drama in 
various countries, make-up, lighting, and little 
theatres are but a few of the subjects mentioned. 
Especially interesting are articles on acting by 
Raymond Massey and Tullulah Bankhead and an article 
on critics and criticism by John Mason Brown. 
Records 
1. Death of a Salesman. Arthur Miller's Pulitzer Prize 
play concerning a salesman whose false standards lead 
to his death. Excellent acting by Thomas Mitchell 
as Willy Loman, Mildred Dunnock as his wife, and 
Arthur Kennedy and Cameron Mitchell as his sons. 
Narration by the author. Copyright 1950, Decca. 
2. ANTA Album of Stars. The American National Theatre and 
Academy presents important scenes from the following: 
Victoria Regina, Years Ago, The Skin of Our Teeth, 
Hedda Gabler and King Richard II. Helen Hayes, 
Fredric March, Florence Eldridge, Eva Le Gallienne 
and John Gielgud star. Copyright 1950, Decca. 
94 
3. ANTA Album of Stars. The American National Theatre and 
Academy presents important scenes f rom the following: 
Films 
The Barretts of Wimpole Street, The Farmer Takes a 
Wife, The Seagull, and The Little Foxes. Katharine 
Cornell, Brian Aherne, Hen ry Fonda, Julie Harris, 
Tallulah Bankhead, Kent Smith, Dame Edith Evans 
and Torin Thatcher play the leading roles, Copyright 
19.51, Decca. 
1. On Stage. This film takes you behind the scene as a 
Broadway play, Anne of a Thousand Days, is bang 
produced. Casting, set designing, rehearsing, and 
part of the actual performance is shown. Maxwell 
Anderson, Rex Harrison, Jed Harris and other famous 
stage personalities are introduced, as well as 
numerous backstage workers. McGraw-Hill. 8 min. 
as. b&w. Produced by March of Time, 19.51. 
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PRE-TEST 
The purpose of this Pre-test is to discover what you 
already know about the theatre. Try your best to complete 
it. Since your paper will not be graded, don 1 t guess at 
answers to question s you do not understand. 
A. On t he line at the left of each number, write the letter 
of the statement which is the best ending to each sentence. 
1. 
2. 
_3. 
_4. 
5. 
6. 
_7. 
A publicist is (a) the man who gathers information 
concerning a play. (b) the writer of material to 
advertise a play. (c) the man who sees to it 
that tickets are sold. (d) the man who arranges 
interviews with the stars of the play. 
Playwrights and actors have recently been helped 
by (a) the financial success of oZf-Broadway 
theatres. (b) a new federal theatre. (c) Broadway 
backing. (d) experience in tent presentations. 
By etiquette we mean (a) a handbook for correct 
behavior. {b) the behavior of others. ( c) the 
behavior of a high social class. (d) the correct 
manner in which to behave. 
Theatre backers (a) help actors and actresses 
obtain training. (b) help the directors choose 
the actors and actresses. (c) lend money for 
theatrical productions. (d) give publicity for 
new plays. 
A producer 
theat rical 
director. 
(d) has to 
play. 
(a) has to organize all phases of a 
presentation. (b) has to choose a 
(c) has to c hoose actors and actresses. 
f ind money f or the production of his 
The most available sources of theatrical criticism 
can be found in (a) textb ooks. (b) anthologies. 
(c) the library. ( d) newspapers and magazines. 
A theatre critic is {a) a person who judges the 
faults of a theatrical presentation. (b) a person 
who judges the good points of a theatrical 
presentation. (c) a person who expresses reasoned 
opin ions on theatrical presentations. (d) a 
person who is payed by producers to praise t heir 
plays. 
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B. The American theatre has (a) always followed 
English stage traditions very closely. (b) always 
had its own theatre traditions. (c) recently 
followed Russia's theatre traditions. (d) recently 
developed its own stage traditions. 
_9. A rehearsal is (a) a preparation of a play for 
future presentation. {b) a time for actors and 
actresses to get together. {c) a time for the 
producer to see whether the play will be a success. 
(d) a time for the director to find the faults 
10. 
in the presentation. 
By "field trip" we mean (a) a trip to the theatre. 
(b) any organized trip outside of the school. 
(c) a trip to another town. (d) a trip to one 
of our local businesses. 
B. Write in front of each item in the column at the right 
the number of the item in the column at the left which 
b elongs to it. Who wrote these plays? 
1. 
2. 
3. 
4. 
5. 
6. 
7. 
B. 
9. 
10. 
11. 
12. 
13. 
14. 
15. 
Maxwell Anderson 
William Wister Hayes 
Robert Sherwood 
Thomas Heggen and 
Joshua Logan 
Lillian Hellman 
Clifford Odets 
Ruth Gordon 
Joseph Kesselring 
Arthur Miller 
Paul Osborn 
Norman Krasna 
Fay Kanin 
Howard Lindsay and 
Russel Crouse 
Hoss Hart 
Jerome Chodorov and 
Joseph Fields. 
Watch on the Rhine 
Tomorrow the World 
Arsenic and Old Lace 
The Rugged Path 
The Bad Seed 
Dear Ruth 
George Washington Slept Here 
All My Sons 
Junior Miss 
Command Decision 
Point of No Return 
The Country Girl 
State of the Union 
Mister Roberts 
Over 21 
Christopher Blake 
Goodbye, My Fancy 
The Iceman Cometh 
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c. Place an (A) in front of the names below if they are 
theatre critics, (B) if t hey are American playwrights, 
(C) if they are foreign playwrights and (D) if they are 
actors or actresses. 
1. George Bernard Shaw 
2. John Mason Brown 
3. Paddy Chayefsky 
4. Kim Stanley 
5. Graham Greene 
6. Gore Vidal 
7. Brooks Atkinson 
B. Eugene O'Neill 
9. Arthur Laurents 
10. Walter Kerr 
11. David Wayne 
12. Terance Rattigan 
13. John Chapman 
14. Rex Harrison 
15. Florence Eldridge 
D. Place an (A) in front of the American plays now running 
on Broadway, a (B) in front of the forei gn plays now 
running on Broadway, and a (C) in front of plays, American 
or foreign, not on Broadway. (Note: this list will have 
to be revised by the teacher as plays open and close on 
Broadway. 
1. Seperate Tables 
2. ::: The Happiest Millionare 
3. Mister Roberts 
4. ---Witness for the Prosecution 
5. --- The Diary of Anne Frank 
6. The Teahouse of the Au gust Moon 
7. Major Barbara 
B. Uncle ~illie 
9. The Apple Cart 
10. Inherit the Wind 
11. Purple Dust 
12. Anastasia 
13. The Tunnel of Love 
14. The Desperate Hours 
15. Antie Marne 
E. Give a brief summary of what you already know about the 
theatre. This should include information on the production 
of plays. 
9B 
F. Write a short paragraph on The Best Play I 1ve Seen, This 
may be a television play. 
G. We are goin g to study the American theatre. This will 
include the production aspects of our theatre, as well 
as the plays now being presented in this country. In a 
few sentences tell how you feel about the class attending 
a play. 
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ANSWER KEY 
PRE-TEST 
A. B. 
1. (b) 5 
2. (a) 
-3. (d) 8 
4. (c) 3 
5. (a) 1 
6. (d) 11 
7. (c) 
a .. (d) 9 
9. (a) 15 
10. (b) 2 
10 
6 
13 
4 
7 14 
12 
c. D. 
c B 
A A 
B c 
D c 
c A 
B c 
A B 
B A 
B c 
A A 
D c 
c c 
A A 
D c 
D A 
THE UNIT ASSIG NMENT 
• ( Tentative Time Allotment - Three Weeks) 
IN TRODUCTION 
1. First period. The teacher will show the film On Stage. 
It is hoped that the film and the bulletin board display 
will help stimulate students, and that these will lead 
the m to think seriously about the following questions: 
a. What recent plays have you seen? 
b . What is you opinion concerning these plays? Were 
they good? Bad? Why? 
c. What place does lighting, scenery and make-up have 
in the production of a play? 
d. Do actors and actresses have certain movements that 
they must make at specific times, or are they allowed 
to move around the stage whenever they choose? 
e. Do actors and actresses have to have powerful voices? 
How do they make their voices reach the balconies? 
f. What is the physical structure of our modern stage? 
g. How does the author let you know what preceded when 
the play is begun? 
h. What is the importance of minor characters in plays? 
i. What type of play is humorous to you? How do American 
playwrights present humor to American audiences? 
j. How many departments are t here involved in the 
production of the average play on Broadway? 
k. What is your criteria f or a successful play? 
1. What recent work in the theatre have been done by 
Maxwell Anderson, Rex Harrison and Jed Harris? 
Bos-ton Universl't71 \~ 
School o£ Educat1o~ 
Libr ar;y; 
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2. Bulletin board. Material will be placed on a bulletin 
board before the first discussion period. This material, 
it is hoped, will help stimulate the discussion. Many 
different types of displays can be set up on such a broad 
topic as the theatre. 
Suggestions: a. Take past copies of Playbill and place 
them around the pictures of scenes from two recent Broadway 
presentations, or around two photographs of actors or 
actresses now appearing on Broadway. Students can be 
asked to bring in copies of Playbill which they or their 
friends have collected. b. The magazines are filled with 
photographs and criticisms of recent Broadway plays. The 
teacher can fix a bulletin board display of photographs, 
or ~f criticisms of one or two plays. Various views 
by critics of one or two major plays may lead the students 
to the realization that the same play can bring forth 
different views from the critics. c. Students admire 
great stage stars. The teacher can arran g e a bulletin 
board display of the important men and women of the 
theatre. The photographs may or may not show them in 
the roles for which they are famous. This display may 
lead to a discussion of the plays for which these stars 
are noted, and of the other actors and actresses who 
played in these plays. Students may debate on whether 
some actor or actress should be taken off or placed on 
this bulletin board. If the display shows the stars in 
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various roles, color can be effectively used. d. A 
display can be made of scenes from motion pictures which 
were adapted from plays. Students have a keen interest 
in films, and this display may lead to the relative values 
of filmed and live presentations. 
3. Pre-test. The Pre-test will be administered at the 
beginning of the second period in order to determine 
pupils' needs and to motivate the class. 
4. The first period and the Pre-test will take two class 
periods. The study and activity guide will be distributed 
to the pupils near the closing of the second class. The 
students will be expected to be prepared to discuss the 
first two questions in thestudy and activity guide at 
the next class meeting. 
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STUDY AND ACTIVITY GUIDE 
Read this study and activity guide carefully. The core 
activities may be completed ahead of time, but I will give 
you the dates when they are due. If you have any sug gestions 
of any other interesting things that have to do with this unit, 
write them out and place them on my desk. 
You may do the optional-related activities if you are 
interested in them. Notify me if you are going to do one 
or more of these activities and I will give you suggestions 
on how to get started on them. If there are other activities 
which you wish to do, but which are not included in these 
related activities, notify me and we will discuss the possi-
bility of including them. 
CORE ACTIVITIES 
1.. There is a picture of Shakespeare's Blackfriars Theatre 
on the bulletin board. Does our theatre resemble the 
Blackfriars? How is it different? The Same? Why has 
the physical aspects of theatres changed? 
2. Name your favorite stage actors and actresses. What 
qualities do they possess which makes them your favorites? 
Would you enjoy following in their footsteps and become 
an actor or actress? 
3. Voice plays an important role in the success of any actor 
or actress. Which -actor or actress, in your opinion, has 
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the best stage voice? What constitutes a good stage voice? 
Do you believe that you could develop your voice in order 
to be able to give an effective speech in our . school 
auditorium? How would you go about improving your voice? 
4. Music plays an important part in motion pictures and 
television. Why isn't music used more often in dramatic 
plays? Was music used in many plays . of the past? Are 
there many plays which have recently been turned into 
musicals?. Name some of the more famous ones. If you 
have seen a number of stage dramas, name those in which • 
music was used and tell the reasons for its use·. 
5. ~ are the duties of a director? If you have watched 
a director work, tell how he went about his job. What 
are the special problems which a director faces that other 
members of the staff are not bothered with? What is t he 
association between the director and the producer? 
6. The modern theatre has developed many types of settings: 
naturalistic, semi-realistic, symbolic, among others. 
What do you know about scenic design? What is the impor-
tance of the scenic artist in the production of a play? 
What place does color hold in the staging of a dramatic 
production? How would you go about finding proper scenery 
for a play to be produced in our school auditorium? 
1. Examine any recent American play. Books are divided, as 
a rule, into chapters. What are the divisions of the 
play you examined? Are there many stage directions. Give 
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a few examples of these directions. Is there much descrip-
tion of the physical characteristics of the setting and 
characters? Give examples. 
8. These actors, producers and directors are outstanding in 
the American theatre: (1) Judith Anderson, (2) Kermit 
Bloomgarden, (3) Tallulah. Bankhead, (4) Shirley Booth, 
(5) Katharine Cornell, (6) Cheryl Cra~ford, (7) Eddie 
Dowling, (8) Jose Ferrer, (9) Henry Fonda, (10) Lynn 
Fontann~, (11) Barbara Bel Geddes, (12) Uta Hagen, 
(13) Julie Harris, (14) Helen Hayes, (15) Elia Kazan, 
(16) Alfred Lunt, (17) Frederic March, (18) Raymond Massey, 
(19) Paul Muni, (20) Eliott Nugent, (21) Jessica Tandy 
and (22) Margaret Webster. What do you know about them? 
Are some both producers and actors? What were the most 
famous plays which they produced, directed or in which 
they acted? Which actor or actress among these is your 
favorite? Why? Can you name some important people who 
are not included in this list? 
9. Make a list of as many American playwrights as you can 
think of, and name the plays they wrote. This list is 
to be passed in, but it will be returned to you near the 
end of this unit in order for you to add to it more 
names and plays. Therefor, pay attention to the plays 
we mention in class. 
10. Many recent American plays have been made into motion 
pictures. Name as many .of these plays as you can remember. 
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Have you seen both the stage and filmed version of any 
play? Which version did you prefer. What advantages 
does the theatre have over films? What advantages do 
films have? 
11. There are seven important drama critics in New York who 
can, as a rule, either make a play a success or a failure. 
Their favorable criticisms are eagerly sought by producers 
and actors. Be prepared to discuss these men and the 
newspapers f or which they write. The New York Times may 
be a good place in which to start your inquiries on these 
men. 
12. Read at least two dramatic criticisms of recent plays in 
newspapers and magazines. You will find examples of 
dramatic criticisms on the bulletin board and in the Time, 
Newsweek, and Theatre Arts magazines in the classroom 
library. 
13. Write a criticism of any American play you've seen. If 
you havn 1 t seen a play presented on the stage, you may 
select a recent television play. 
both its good and bad features. 
You must criticize 
Why did you enjoy, or 
didn't enjoy, the play? What were its faults and virtues? 
Remember, no matter how bad a play may be, there are 
often some good points to it. 
14. Many copies of Theatre Arts can be found in our classroom 
library. Examine one of these magazines; be prepared 
to talk on its physical characteristics. What are its 
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departments? Do any famous theatre personalities write 
f or this magazine? Does this magazine only feature 
articles concern ed with th~atre presentations on Broadway? 
The text of which play is given? What type of advertising 
is done in this magazine? 
15. What is t he nearest theatre which presents dramatic plays? 
Do you attend this theatre regularly? What is the quality 
of most of the plays presented in this theatre? Is there 
a summer theatre nearby? What types of plays do they 
present? Do they have more musicals than dramatic plays? 
16. We will listen to a recording of Act II of Arthur Miller's 
Death of a Salesman. Keep the following in mind: 
a. Why would you call this play a tragedy? 
b. Can real tragedy only happen to a man or woman of 
noble birth? 
c. Who is the hero of the play, Biff or Willy? 
d. Does Willy show heroism? 
e. For what purpose is music used throughout the scene? 
f. Do the characters seem real or artificial to you? 
g. What is the error in Willy 's judgment? 
h. Who are the protagonists a.nd antagonists in the play? 
i. Can you feel sorry for Willy? For Linda? Do you 
believe that the author wanted you to pity them? 
j. What is the theme of the play? Does the author 
develop his theme successfully? 
k. Is the author objective in handling his material? 
1. Do you believe that you would understand this play 
better if you could see it performed on the stage? 
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17. Write a short list of standards for viewing a p~ay. Include 
items of etiquetts. How should you behave when you're 
seeing a play? What courtesies do you expect from others? 
These lists will be compared and the class will decide 
on the most important items. 
18. Why is it important to pay attention to a stage play? 
What can you do if you have not completely understood 
a passage in a book? Can you do this with plays you're 
1o1atching? 
19. Arrangements have been made for us to see a recent play 
written by an American playwright. You are expected to 
prepare a written review of the play. We will discuss 
the play at our next meeting. Here are a few sug gestions 
for your reviews: 
a. Quote lines that appealed to you. 
b. Give specific reasons why you liked or disliked the 
play. 
c. Do not say you enjoyed the play merely because your 
classmates did. Use your own judgment. 
d. Remember all the qualities that make up a good play. 
e. Note if t h e director and actors have been successful 
in interpreting the play, and if the voices of the 
actors are always clear. 
£. Note the setting, lighting and make-up. 
setting and lighting help set the mood? 
setting fit the play? 
Does the 
Does the 
g. If you had a chance to change any aspect of the play, 
what would you change? 
h. Take a small notebook with you and jot down important 
ideas. 
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20. Be prepared to give a short talk on The Worst Play I've 
Ever Seen. You will have to give specific reasons why 
the play was so bad. You may choose a television play 
for your discussion. 
21. A few recordings of scenes from plays can be obtained 
from the teacher. These may be listened to after school. 
Listen to as many of these scenes as you wish, and be 
prepared to discuss the plays with the class. 
22. How would you go about producing a play? Take one of 
the plays this class has read, tell how you would choose 
a cast and production staff, and tell how you would over-
come production difficulties that this play would present. 
23. We will form a play committee to discuss the commercial 
production of a play. How many types of representatives 
would you find on such a committee? What do you believe 
would be t he problems facing such a committee? Would 
there b e an y special problems, in this school, con nected 
with presenting this play? What other departments of 
the school could help us with our production? 
24. Do you believe tha t field trips, such as our visit to 
the theatre, should be taken more often by this and o ther 
classes? Why? What are the advantages and disadvantages 
of such trips? Can you make any suggestions on how to 
improve future trips. 
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OPTIONAL-RELATED ACTIVITIES 
1. Tell why you would, or would not, enjoy being an actor. 
Discuss the physical and mental characteristics necessary 
in order to become a good actor. You may either write a 
short essay on acting or prepare a short talk for the 
class. Bring in any outside materials which will help 
you with your subject. 
2. Prepare a five-minute talk on one stage actor or actress 
who impressed you the most in a recent play. Tell why 
the performance impressed you. You needn't limit your-
self to American performers. 
3. Prepare a miniature Elizabethan stage and American stage. 
Construct them out of any material you wish to use. 
Include stage props. It might be advisable for you to 
plan the stage setting around some specific play. For 
example, you could set the stage for a scene of Arthur 
Miller's Death of a Salesman. Many texts of plays give 
photographs of settings. You may have others in the class 
help you. 
4. Music is sometimes us.ed in the background of a play, or 
it is sometimes interwoven into the plot. For example, 
a song called The Glass Menagerie recurs throughout 
Tennessee Williams' tragedy, and the hero of The Seven 
Year Itch is mentally transformed into a man of the world 
when he hears certain f amiliar music. List as many plays 
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as you can think of, excluding musicals, that have used 
music. Ask others if they can remember such plays. 
5. Write a short one-act play which you believe would be 
acceptable according to present demands in the theatre. 
Limit yourself to a few characters in order to develop 
them fully, and limit yourself to one simple setting. 
You can have stud~s try out for the parts, and you can 
pick out a director and stage crew. The play will either 
be presented in the auditorium or in the classroom. 
6. Listen to the voices of actors and actresses on the stage 
or on television. Name the one person whose voice pleases 
you the most. Give specific reasons why you enjoy the 
voice. What constitutes a good speaking voice? Do you 
believe that such a voice is developed, or do you think 
that most actors do not have to practice in order to speak 
well? 
1. The Theatre Guild and The Playwrights Company are two 
outstanding organizations producing plays today. Consult 
books and magazines for information about these companies. 
Prepare a short paper on the history of these companies 
and a bibliograp hy of the plays they produced. You might 
also state which plays were successful and which ones were 
not. 
8. Many magazines and newspapers have a theatrical section. 
Plan a notebook of clippings from magazines and newspapers 
of theatrical materials which you think would be useful 
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for this unit. The notebook will be placed in our class 
library. 
9. Choose a character from any play which has been discussed 
in this unit. Prepare a demonstration on how you would 
use make-up if you were playing this character. You 
might also discuss what type of costume would be appro-
priate for this character. 
10. Prepare an illustrated dictionary of stage terms. Choose 
only the more common terms. This dictionary will be useful 
for students who do not fully understand many of these 
terms. 
11. Prepare a Who's Who in the American Theatre of 1955. 
Other members of the class may help you. 
12. Develop a bibliography of recent American productions 
according to the following types of plays: tragedies, 
comedies, melodramas and farces. You may limit yourself 
to the last ten or fifteen years. 
13. Color is often used to emphasize the mood of a play or 
to create atmosphere. Write a short paper on how you 
would use color in one of the recent plays you have seen 
or read. 
14. Make a list of the dramatic plays recently produced in 
New York. Which plays were successful? Which plays 
were "flops?" Read critical evaluations of these plays 
from as many sources as you can find. Next to the name 
of the play write what critics believed . was the main 
- - ---- -==-=-=--
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reason for the success or failure of the plays. Can we 
discover some information on what makes successful and 
unsuccessful plays from this data? 
15. Write a short history of the American theatre. Limit 
yourself to a three or four page report. Since this is 
a short history, you should mention only the most important 
incidents. 
16. Draw a map of Boston or New York City, pointing out where 
the major theatres are located. If you choose New York, 
include important of f -Broadway theatres. 
17. The Federal Theatre lasted nearly four years. Over twenty-
five million people viewed its dramatic presentations. 
Read as much as you can on this project. What were the 
reasons for its failure? Do you believe that America 
should have a national theatre? Why? What are the 
reasons one has not been recently organized? 
18. The director is often considered the most important 
individual in making a play a success. Write a short 
paper on what you believe are the fundamental qualifica-
tions of a good director. You might mention some of the 
important directors in the American theatre today, and 
why they are .important. 
19. Make a chart of all the people involved in the production 
of a play. Place the most important members at the top 
of the chart, and the least important members at the 
bottom. This chart will be placed in our library. 
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20. Interview anyone who has ever worked, in any capacity, 
for a dramatic production that has played in New York 
City. Obtain as much information as you can about the 
production of the play. Either write a paper or prepare 
a short oral report to be presented to the class. 
21. Lighting is important in any stage production. It is 
not only used to allow the audience to see the actors, but 
it is used at times to emphasize a character or the mood 
of the play. Write a short history of lighting in the 
theatre, stressing modern lighting practices. 
22. Form a committee to go to the library to look over books 
and magazines pertaining to the American theatre. The 
committee will give a panel discussion on its findings, 
and they will also tell the class how they went about 
collecting this information. 
23. Television has become increasingly popular within the 
past few years. Choose what you consider the best program 
offering dramatic productions, and tell which one play 
impressed you the most. Why did it impress you? Do 
you think that it was good enough to present on the stage? 
You might also mention how television can help the theatre, 
and how the theatre can help television. 
24. Radio has often proven itself an effective medium for 
training actors, writers, directors and producers for 
the theatre. How can radio help train these people? 
What famous theatre people received training in radio? 
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25. Visit the manager of a theatre which gives dramatic pre-
sentations. Find out from him as much information as you 
can about his viewpoint on the plays he presents. You 
might ask him such questions as t he following~ 
a. Does he have much choice in the plays he presents? 
b. Do the best plays bring in the biggest returns? 
c. Are some of the plays censored before he is allowed 
to present them? 
d. Do more people go to plays today than did ten years 
ago? 
e. How does publicity help a play? 
f. What future plays does he plan to present? 
26. Monologues and dramatic readings have become increasingly 
popular. For example, Tom Brown's Body played to capacity 
audiences for over a year. Either write a short three-
minute monologue or prepare a ten-minute dramatic reading. 
Others may help you with the reading. No scenery is to 
be used. 
27. Some girl might be interested in giving a short talk on 
the techniques of costume-making. She can limit herself 
to one phase of costume-making, or give a general talk 
on the subject. Props may be used. 
28 •. We have discussed the duties of an audience at a performance. 
Write a short notebook concerning theatre etiquette. 
This may be done in the form of a composition or as a 
listing of rules to follow. If you prepare a notebook, 
it will be placed in our classroom library. 
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29. Write a short paper on Stage Rehearsals. Mention how 
one is conducted, and contrast a good rehearsal with a 
poor one. Also, mention the people involved in a rehearsal. 
30. Pretend that you are interested in producing a play in 
our auditorium. Tell how you would choose a play, how 
you would secure the production rights to the play, and 
how you would plan the production of the play. You might 
also tell how you would go about interesting the public 
in buying tickets for your presentation. 
31. Prepare a notebook of passages from plays which tell a 
great deal about the character of the person speaking. 
You need not limit yourself to American plays. Be prepared 
to discuss the various types of techniques used by authors 
in order to give information about characters. 
32. Dialects are important when your attempting to show national 
or sectional types of speech. Be prepared to discuss the 
various types of dialects, and to present your interpre-
tation of one or more of these dialects. 
33. Give a short talk about the importance of voice and 
diction in acting. Discuss what constitutes good speech, 
and the importance of good articulation. Be prepared 
to demonstrate how voice is produced. A diagram of the 
speech organs should help your discussion. 
34. Give a brief history of the theatrical magazine Theatre 
~· Name other publications which deal with the theatre. 
Are they as good as Theatre Arts? Give specific illus-
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trations for your argument. 
35. Make a notebook of famous American actors and actresses. 
You can limit yourself, if you choose, to living stars or 
stars of the past. One student may make a rr~tebo ok of 
famous actors, and another student on famous actresses. 
36. Prepare a bulletin board display of plays currently play-
ing on Broadway. You can use any material you choose. 
A great deal of material can be found in the better popular 
magazines, or in Theatre Arts. 
37. Thousands of motion pictures hav e been made from stage 
plays. Make a list of as many recent motion pictures 
which were derived from American plays. You can ask 
others to help you in recalling these motion pictures. 
38. Summer theatres have become increasingly active in the 
past years. Write a short paper on the more famous of 
these theatres. Why are they famous? What type of plays 
do t h ey present? Is there a summer theatre near you? 
39. Make a list of topics you believe would be interesting 
if dramatized on the stage. Have any of these subjects 
been handled by playwrights bef ore? You may include 
recent topics now making headlines in the newspapers. 
40. There are many small theatres now operating in the various 
towns and cities of America. Choose one such theatre, 
give its history, tell the type of plays it pr~sents, 
and tell its future plans. 
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THE POOLING-OF-EXPERIENC E PHASE 
Exhibitions. During the unit the pooling-of-experience 
activities will be carried on in the laboratory period. 
However, the class will set aside two days f or exhibitions 
and demonstrations of the best work of the pupils. Work from 
optional-related activities which has not already been examined 
or placed on the bulletin boards will be shown and explained 
by the pupils. The best play criticisms, reports and papers, 
as well as pictures and news clippings brought in by the 
pupils, will be displayed on the bulletin boards. 
Demonstrations. Demonstrations from optional-related 
activities will be performed by the pupils. 
ESTIHA TION OF EDUC ATIVE GROWTH 
Class work. The pupils' work f rom core and optional-
related a ctivities will be examined. Written and oral work 
will be judged in order to determine the students' increased 
knowledge of information, as well as their increased ability 
in grasping concepts. The students' appreciation of drama 
will be judged by their written reports and by the teac her's 
examination of the students' actions during the field trip. 
The log. During the unit t he teacher will keep a record 
of the interests, abilities and accomplishments of each pupil 
in the class. This information will be obtained from the 
pupils' work in core and optional activities, from talks with 
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students and from written evaluations made by students. The 
log and class work will give information on abilities, appre-
ciations and growth in concepts. Acquired information will 
not be stressed. 
The informal test. The objective portion of this test 
will measure the information acquired by the students during 
the unit. The subjective portion will attempt to measure 
growth in concepts and appreciation. The test will be based 
upon the items of the delimitation and the probable indirect 
and incidental learning products. 
Check lists. The lists are but suggestions as to what might 
be included. The teacher will have the class create these lists. 
The lists can be used for both units. 
FOR WR ITTEN REPORTS 
1. Did I read the assignment carefully? 
2. Did I follow directions? 
3. Did I plan an outline of my work? 
4. Did I cover the subject as completely 
as possible? 
5. Did I attempt to make it interesting 
for others?· 
6. Did I use a separate paragraph for each 
supporting idea? 
7. Are all my paragraphs clearly related 
to each other? 
8. Did the last paragraph summarize the 
whole work? 
YES NO COMJ-1ENT 
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9. Did I use a mature vocabulary? 
10. Were my sentences varied in structure? 
11. Did I check the spellin g , punctu ation 
and capitalization? 
12. Did I check for grammatical errors? 
FOR ORAL REPORTS 
1. Did I prepare carefully? 
2. Did I look directly at my audience? 
3. Did I speak clearly? 
4. Did I have a good posture? 
5. Did I choose an interesting topic? 
6. Did I have pertinent facts concerning 
the topic? 
7. Did I bring out these facts logically? 
B. Did I stick to my subject, or did I 
ramble off into material not directly 
related to the topic? 
9. Did I speak at a proper rate? 
10. Did I have a good beginning and end-
ing. 
FOR LISTENING 
YES 
YES 
YES 
1. Did I pay attention to the speaker? 
2. Did I notice any discrepancies in what 
the speaker said? 
3. Was I courteous during the talk? 
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NO CO:HMENT 
NO COHMENT 
NO COMMENT 
4. Did I observe the logical or illogical 
manner in which the speech was made? 
5. Did the speaker sway me to his opinion 
by his talk? 
YES 
6. Did I listen in an unprejudiced manner, 
ready to accept the opinions of the 
speaker if he gave good reasons f or 
these opinions? 
7. Did I make short notes of questions 
to ask the speaker? 
FOR GROUP WORK 
1. Did we prepare for the discussion? 
2. Did we clearly define the problem? 
3. Did we assign special work to members 
of the group? 
4. Did we use many sources for our 
material? 
5. Did we try to make the material 
interesting for other members of 
the class? 
6. Did all the members present the 
material in a clear manner? 
7. Did we attempt to share the work 
equally among all the members of the 
group? 
8. Did all the members cooperate and 
share their information with others? 
9. Did we attempt to arrange our material 
in a logical manner? 
YES 
10. Did we arrive at a definite conclusion? 
11. Were we prepared to give a report to 
the class? 
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NO COHMENT 
NO COMl'IENT 
-- -- .:: 
FOR INDIVIDUAL HEMBERS OF THE GROUP 
1. Did I prepare my work? 
2. Did I join in the discussion? 
3. Did I speak clearly? 
4. Did I listen carefully to others? 
5. Did I avoid interupting other 
speakers? 
6. Did I allow others an equal amount of 
time for speaking? 
7. Did I talk too little? 
B. Did I talk too much? 
9~ Did I present material which was 
pertinent to the discussion? 
10. Did I listen to other speakers with-
out being prejudiced in my opinions? 
11. Did I help the group summarize? 
YES 
FOR PUPILS' EVALUATION OF THE UNIT 
1. Did you enjoy this unit? 
2. Did you learn anything from this 
unit? 
3. Will this learning be useful to you 
in other classes or in outside 
activities? 
4. Was this unit too difficult? 
5. Was this unit too simple? 
6. Do you believe that more units should 
be used in teaching? 
7. Should field trips be included in 
more units. 
YES 
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NO CONMENT 
NO COHMENT 
FINAL TEST 
A. Read these sentences carefully. If you think a sentence 
is true, put a (T) in the blank before the number of the 
sentence. If you think it is false, put an (F). 
1. 
2. 
__ 3. 
_4. 
_5. 
6. 
_7. 
B. 
_9. 
Off-Broadway theatres are often financed by Broadway 
producers. 
Our present Federal Theatre produces many out-
standing plays. 
Exposition is the author's prime device for setting 
the atmosphere at the beginning of a play. 
A person should use his own discrimination in 
judging a play, not only rely on the opinions of 
critics. 
A person should read the reports of more than one 
critic before judging the value of a play. 
Music is seldom used in dramatic presentations. 
A critic's sole duty is to find the faults of a 
play. 
Until the 1920's, America followed the traditions 
of the English stage very closely. 
You needn 1 t pay close attention to a play because 
you can find out from others what you 1ve missed. 
10. Our modern stage closely resembles Shakespeare's 
theatre. 
11. Many plays are turned into motion pictures. 
12. Great acting will always be found in great plays. 
___ 13. Tent theatres often confine their productions to 
musicals. 
_14. Voice training is unimportant to actors and 
actresses. 
_15. Summer theatres have greatly increased within the 
past ten years. 
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B. Complete the following sentences by filling in the word 
or words which are missing. 
1. An actor must learn in order to present 
regional and sectional characters. 
2. is the name of the salesman in Death of a 
Salesman. 
3. and are two vehicles of mass 
communication which help train actors and actresses. 
4. and are the most available sources 
of dramatic criticism. 
5. is used to alter the actor 1 s coloring and 
facial structure. 
6. Jos~ Ferrer is an 
in the theatre. ------' 
and 
7. is the most widely read magazine dealing 
exclusively with the theatre. 
B~ theatre in Texas helped Tennessee Williams 
by producing his plays. 
9. , derived from Shaw 1 s Pygmalion, is a 
recent musical based on a play. 
10. The f our most important types of plays are 
------' 
------
, , and • 
11. and are the names of the leading 
12. 
13. 
14. 
15. 
male and female characters in the play we saw on our 
field trip. 
The characters were played by and 
Plays are usually divided into and 
is used in Death of a Sale sman to transport 
the hero from the present to the past. 
played Linda on the recording of Death of a 
Salesman. 
• 
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c. Wr ite in front of each item in the column at the right 
the number of the item in the column at the left which 
belongs to it. In which plays did these actors and 
actresses appear?· 
1. 
2. 
3. 
4. 
5. 
6. 
?. 
8. 
9. 
10. 
11. 
12. 
13. 
lh. 
15. 
Tallulah Bankhead 
Helen Hayes 
Uta Hagen 
Ingrid Bergman 
Florence Eldridge 
Ethel Waters 
Thomas Mitchell 
Julie Harris 
Ruth Gordon 
Nancy Kelly 
Josephine Hull 
Ralph Bellamy 
Rex Harrison 
Shirley Booth 
Jos e Ferrer 
Years Ago 
Detective Story 
The Lark 
John Loves Mary 
The Member of the Wedding 
The Little Foxes 
Anne of the Thousand Days 
The Wisteria Trees 
The Matchmaker 
Death of a Salesman 
Bad Seed 
The Shrike 
Arsenic and Old Lace 
Country Girl 
11ister Roberts 
Come Back, Little Sheba 
Joan of Lorraine 
D. Write in front of each item in the column at the right 
the number of the item in the column at the left which 
belongs to it. Who wrote these plays? 
1. 
2. 
3. 
4. 
5. 
6. 
7. 
8. 
9. 
10. 
11. 
12. 
13. 
14. 
15. 
Carson McCullers 
Tennessee Williams 
John van Druten 
Frances Goodrich 
Ho1-1ard Lindsay 
Herman Wouk 
F. Hugh Herbert 
Ruth Gordon 
Sidney Kingsley 
Joseph Hayes 
Arthur Miller 
Thornton Wilder 
Ira Levin 
John Patrick 
Jerome Lawrence 
The Diary of Anne Frank 
The Teahouse of the August Moon 
Years Ago 
Home of the Brave 
The Member of the Wedding 
Death of a Salesman 
LifeWith Hother 
No Time For Seargeants 
I Remember Mama 
The Glass Menagerie 
The Matchmaker 
Kiss and Tell 
Inherit the Wind 
Dectective Story 
The Caine Mutiny Court-
Martial 
The Desperate Hours 
A Bell for Adano 
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E. Write in front of each item in the column at the right 
the number of the item in the column at the left which 
belongs to it. 
1. 
2. 
3. 
4. 
5. 
6. 
7. 
B. 
9. 
10. 
director 
producer 
actor 
publicist 
theme 
playwright 
apron 
critic 
rehearsal 
dialogue 
the person who arranges to sell 
the tickets 
a person who expresses reasoned 
opinions on theatrical presenta-
tions 
the subject or topic of a play 
the man who advertises a play 
the section before the stage in 
which the musicians sit 
a theatrical or motion picture 
performer 
the section of the stage in front 
of the curtain 
the one who trains the actors to 
perform in a certain manner 
one who writes a play 
to prepare for future presenta-
tion 
the words which are to be spoken 
by the actors 
backer of a play 
F. Place an (A) in front of the names below if they are actors 
or actresses, (B) if they are producers, (C) if they are 
directors, (D) if they are scenic designers and (D) if 
they are authors. 
1. Norman Bel Geddes 
2. Cheryl Crawford 
3. Fredric March 
4. Elmer Rice 
5. Elia Kazan 
6. Lillian Hellman 
1. Barbara Bel Geddes 
8. William Inge 
9. Leland Hayward 
10. William Soroyan 
11. Oscar Hammerstein II 
12. Jo Meitziner 
13. Margaret Webster 
14. Cecil Beaton 
15. Karl Malden 
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G. Place the number 1-5 in the parentheses to indicate the 
relative importance of these authors in the modern American 
theatre. You will place the number 1 next to the author 
who has contributed the greatest plays in the last ten 
years, the number 2 for the next most important author, 
etc. 
( ) Robert Anderson 
( ) Arthur Miller 
( ) John Patrick 
( ) Robert E. Sherwood 
( ) Tennessee Williams 
H. You are attending the theatre and you 1 re five minutes late. 
The curtain has gone up, and you must disturb others in 
the audience in order to get to your seat. Place the 
figure 1 in the parenthesis identifying your first choice 
of what you should do, the figure 2 for your next choice, 
etc. 
( ) you should attempt to reach your seat quietly, 
without allowing those in the way to rise. 
( ) you should loudly proclaim your arrival in order 
for those in the way to know that they should rise. 
( ) you should go home. 
( ) you should quietly excuse yourself, wait for those 
in the way to rise, and go to your seat ,as quietly 
as possible. 
( ) you should loudly proclaim your arrival and rush 
to your seat, stepping on as many feet as possible. 
I. Write a paragraph on the favorable and unfavorable effects 
of the war on the American theatre. This paragraph is 
not on the changes in the theatre since the war, but the 
changes which were directly due to the war. 
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ANSWER KEY 
FINAL TEST 
A. B. c •. 
1. F 1. dialects 5 
2. F 2. irJi1ly Loman 12 
3. T 3. Radio and television 9 
4. T 4. Newspapers and magazines 
5. T 5. N:ake-up 6 
6. F 6. actor, producer and director 1 
7. F 7. Theatre Arts 13 
8. T 8. Margo Jones 2 
9. :B' 9. Mz Fair Ladz 9 
10. F 10. tragedy, comedy, melodrama 7 
11. T and :farce 10 
12. F 11. depends on play seen 15 
13. T 12. depends on play seen 11 
14. F 13. acts and scenes 3 
15. T 14. Music 
15. Mildred Dunnock 14 
4 
D. E. F. G. H. 
4 D 4 2 
14 8 B 1 3 
8 5 A 3 5 
4 E 5 1 
1 7 c 2 4 
11 3 E 
5 A 
13 1 E 
3 6 B 
2 9 E 
12 10 B 
1 2 D 
15 B 
9 D 
6 A 
10 
1. 
I 4. 
I 
.5. 
6. 
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APPENDIX I 
Goals and Experiences in the Language Arts Program 
This is abridged from The English Language Arts, Dora 
v. Smith, Director, The Commission on the English Curriculum 
of the National Council of Teachers of English, Appleton-
Century-Crofts, Inc., New York, 1952, pp. 41-54. 
"1. Wholesome Personal Development • 
•••• young people gain in poise and in emotional stability 
when they feel themselves accepted by a group in whose enter-
prises they have a responsible and recognized part. It is in 
such a situation that language power develops best. The language 
arts classroom, above all others, therefore, should furnish 
a normal social situation in which freedom to persue one's own 
purposes and opportunity to plan and to work together with 
others fosters the processes and skills of dynamic expression• 
, Again, through frequent discussion and through writing both 
realistically and imaginatively about their immediate concerns, 
students at all levels gain a growing awareness of themselves 
and an objective approach to their own experiences which lead 
to stability of mind and feeling. Literature of both past 
and present •••• gives a mature perspective of human nature 
and human affairs without which the experiences of youth 
sometimes assume untoward proportions. Furthermore, young 
people may satisfy their need for varied experience through 
literature about men and woman of all walks of life •••• 
2. Dynamic and Worth~hile Allegiances through Heightened 
Moral Perception and a Personal Sense of Values • 
•••• Through literature young people have access to the 
spiritual experience of the race •••• Experience with literature 
should give opportunity to young readers to follow in the 
footsteps of men whose sense of values is high, whose lives 
have been ennobled by high purpose, and whose satisfactions 
in life have been deeply rewarding. 
3. Growing Intellectual Curiosity and Capacity for Critical 
Thinking. 
A lively intellectual curiosity is essential to continued 
growth. Through the stimulation of many interests, through 
the deepening of significant ones, and through freedom to 
pursue both under the guidance of the teacher, students should 
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find in the language arts an opportunity to explore cultural 
interests, to pursue matters of personal moment to them, and 
to extend their horizons from the merely personal and local 
to matters of national and international import •••• 
4. Effective Use of Language in the Daily Affairs of Life • 
•••• It cannot be said too often that effective commu-
nication involves social and psychological adjustments as well 
as linguistic skill. Of first importance, therefore, is 
setting the stage for normal expression in the classroom, for 
1 the give and take of ideas, and for the carrying out of indi-
vidual and group purposes which are furthered through effective 
use of language. It is imperative ~hat American youth learn 
to explain clearly, to make reports to the group, to persuade 
1 others to their way of thinking, and to defend a point of 
view •••• students should understand clearly the processes which 
underlie all effective expression, such as observing and 
assimilating experience, selecting ideas with a purpose or 
theme in mind, organizing materials clearly for presentation 
to others, and expressing oneself with clarity and interest •••• 
5. Habitual and Intelligent Use of the Mass Modes of Commu-
nication • 
•••• One cannot •••• overestimate the influence upon boys 
and girls and their elders of newspaper and magazine, radio 
and television, theater and film, and public speeches and 
forums. Young people growing in the United States today should 
understand the nature, power, and control of these agencies. 
They should become acquainted with their offerings and be 
capable of distinguishing the good from the less good among 
them. They should understand the techniques used by these 
media and master the skills of reading, listening, and seeing 
, effectively •••• 
6. Growing Personal Interest and Increasingly Mature Standards 
of Enjoyment. 
Breadth and depth of experience comes from an increased 
range and persistence of interests, from sharpened observation, 
and from quickened insight into the daily contacts of life. 
Literature and imaginative writing, by reason of their emphasis 
upon the concrete and emotional presentation of experience, 
can do much to develop such insights. In addition, it is a 
major task of the teaching of the language arts to stimulate 
more fruitful use of leisure through increasing enjoyment of 
the better cultural offerings of the community •••• In all of 
these areas as the student's sense of appreciation grows, he 
should understand how the form, the rhythm, or the color tone 
of a piece of literature, a film, or a radio drama enhance 
one's enyoyment of it •••• 
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?. Effective Habits of Work • 
••• As the high school or college student pursues •••• 
topics •••• he should be specifically taught in relationship to 
each activity how to locate and select material, how to use 
reference sources and libraries, and how to secure data through 
observation and interview or from other resources of the 
community •••• Students should learn early to assume responsi-
bility for legible handwriting and appropriate manuscript form, 
for proofreading and for using reference sources in spelling, 
punctuation, capitalization, and grammatical usage •••• they 
need specific training in how to work in committees or in 
small groups •••• 
• 8. Competent Use of Language and Reading for Vocational 
Purposes. 
Students should recognize the importance in business of 
1 simple, clear, and correct expression and of courtesy in 
approach to patrons, associat~s, and those in authority. In 
the building of pleasant relationships, the way a thing is 
said is as important as what is said. Simplicity, clarity, 
and courtesy in expression-ire means to economy of both time 
and money. It is important also that students develop 
proficiency in filling in forms, writin g business letters, 
and applying the principles of good composition to reports, 
interviews, selling, and advertising •••• Above all, through 
reading biographies •••• high school and college students may 
1 gain insight into the kinds of personality and character which 
make for success in business or in the professions. 
9. Social Sensitivity and Effective Participation in the 
Group Life • 
•••• The language arts, because of the imaginative insight 
and the strong emotional appeal of literature, contribute 
largely to a clearer understanding of human nature and the 
roots of human behavior •••• The language arts through literature, 
' films, discussion, and writing can give perspective on the 
social conflicts of today. Through group activities, informal 
discussion, and parliamentary practice, it can develop skill 
in the processes of participating in group life •••• It is 
important that the reading of literature at all .levels of' 
instruction should foster appreciation and understanding of 
other national cultures tha~ our own . through foreign literature 
in translation and through literature written in English about 
other peoples and nations. 
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10. Faith in and Allegiance to the Basic Values of a Democratic 
Society. 
Through the many aspects of the language arts program, 
students should develop a faith in and allegiance to the basic 
!
values of a democratic society •••• the student should gain 
perspective on our country's tradition and freedom, share the 
faith of its founders, and trace the progressive development of 
the ideas and ideals which, in theory at least, dominate the 
current scene." 
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APPENDIX II 
Six Approaches to the Teaching of Literature 
This is abridged from J.N. Hook's The Teaching of High 
School En~lish, The Ronald Press Company, New York, 1955, 
PP• 137-1 7. 
"1. The Historical Approach • 
•••• The historical approach has greater value for juniors 
and seniors than for younger students, although driblets of 
literary history and background may well be offered through-
out the high school years. The teacher's intentions in using 
this approach are to present authors as human beings and to 
clarify time relationships--to show that people for many years 
have been much like us, and to give the students some under-
standing of the continuity of literature and the relationship 
between history and literature •••• 
Traditionally, the historical approach has meant study 
' of the history of American and English literature. At its 
! worst, this study has degenerated into the memorization of 
names and~tes: "In what year did Dickens die?~ "Give the 
titles and dates of three novels by Thackeray." "What happened 
in 1881?m At its best, it has brought a recognition that each 
writer is an outgrowth of his age, that his characteristics 
were shaped by the time in which he lived. The historical 
approach disagrees with the theme of such a books as Shakespeare 
Apart, whose author declared that Shakespeare was apart from, 
different from, and superior to everything else in his age; 
the historical approach says that Shakespeare and every other 
author is not apart but a part. 
2. The Sociopsychological Approach • 
•••• it involves making an attempt to learn about people 
both as individuals and as members of society •••• 
Methods of employing it are numerous. Even without any 
conscious effort on the part of the teacher, students in-
evitably learn about human characteristics when they read. 
Shakespeare's Julius Caesar illustrates the strength of 
emotions and the constancy of human conflict; Goldsmith's 
She Stoops to Conquer shows that eighteenth-century ideas of 
what is funny differed little from our own; Poe's Gold Bug 
demonstrates human ingenuity; Garland's Under the Lion's Paw 
exemplifies the misuse of power •••• Whether the teacher wills 
it or not, students learn many social and psychological truths 
l from the mere act of reading. 
But the teacher can and should expedite the learning of 
these truths. He can do so through the kind of assignments 
he makes, through class discussion and written work, and 
throug h examination questions. 
3. The Emotive Approach • 
•••• The teacher who, hour after hour, exclaims over the 
exquisiteness of a description, the perfection of word choice, 
the h a ppy selection of fi gures of speech, the skilful portrayal 
of character, the ingenious construction of plot, and so on, 
as a rule tends to alienate his students. · If they like him, 
they may pretend to acquiesce in his judgments, and a few may 
become genuine converts; but more often, it seems, exclaiming 
brings small returns. 
The teacher may, however, take his cue from any skilful 
novelist, A writer does not tell the reader that the hero 
is brave and handsome, that the heroine is intelligent, that 
the view from the mountaintop is beautiful, that the old house 
is haunted. The writer tells little, but shows much. He 
shows the hero climbing the mountain in a heavy snowstorm to 
carry medicine to a sick child. He does not tell the reader 
that this is a brave and humanitarian although somewhat reck-
less act; he presents the evidence and lets the reader draw 
the conclusion himself. The teacher may point out the evidence, 
may help the student to see the careful architecture involved 
in plating, the choice of details which describe setting, the 
selection of the means of revealing character, the use of 
precise or vivid language; he may do all this without becoming 
exclamatory and sentimental •••• 
4. The Didactic Approach • 
•••• The chief objection to the teacher's habitually 
stressing moral truths is that sermonizing results. Although 
educators are interested in graduating students who will be 
worthy members of a democratic society, and although they realize 
1 that knowledge of principles of conduct is essential to such 
worthy membership, they know that they cannot attain their 
ends by preaching in a schoolroom. Students do not behave 
themselves just because an author and a teacher form a coalition 
for that purpose; they do not become honorable men and women 
because they memorized morals in English 9A ••• ~ 
Why, then, bother about the didactic approach at all? 
The answer is that it has value if it . is not so narrowly 
conceived as it was by our colonial and nineteenth-century 
pedagogical ancestors. It does not mean merely moralizing; 
in fact, it often means something entirely different--the 
study of the purpose of an author. Since a writer is not 
usually a preacher, he does not as a rule try to instil any 
1 ethical principles; if such principles appear, they often do 
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so accidentally or incidentally. But the writer does have a 
purpose in writing. Clayton Hamilton has defined it thus: 
"The purpose of fiction is to embody certain truths of human 
life in a series of imagined facts." These truths may be 
ethical principles, but often are not •••• 
In using the didactic approach, the teacher asks three 
basic questions: What does the author show about life? How 
does he show it? Why do you agree or disagree? These questions 
· may be supplemented by others, involving a discussion of 
incidents in the story and similar incidents familiar to the 
class. The students need not accept the opinion of the author 
if their own observation indicates that he is or may be wrong •••• 
I The merits of the didactic approach are these: it teaches 
II the student to read between the lines, it makes him think, and 
it contributes to the building of his personal philosophy of 
life. An author seldom makes a bald statement of his purpose; 
the student must put together clues to discover what the purpose 
is. That is, he must read thoughtfully, and then he must 
1 relate what he has read to other bits of knowledge. From 
wide reading and much thinking, he eventually formulates a 
philosophy which may serve him in the manifold decisions of 
~is present and later life. 
15• The Paraphrastic Approach. 
Particularly useful in the study of difficlut selections 
is the paraphrastic approach, which requires the translation 
1 of sentences or paragraphs or longer passages into language 
readily comprehensible to the student. This approach has the 
disadvantage of leading to bo~edom if it is long continued, 
but sometimes it is indispensable if the student is to under-
! stand •••• 
Often an entire passage does not need paraphrasing, but 
only a word or two requires explanation. It is best if a 
student can supply the information; otherwise the teacher 
should try to do so. If the teacher cannot (and he may take 
1 comfort from the fact that there are numerous passages in 
Shakespeare and other authors concerning which scholars dis-
agree), he of course should avoid bluffing, although he may 
hazard an intelligent guess. But his guesses need not be 
numerous if he foresees students' probable difficulties and 
decides how to attack them. 
The paraphrastic approach is not necessarily dull, although 
it is more susceptible to dulness than any other. If it is 
used only when needed, and if the presentation is enlivened 
with illustrations, this approach may be as interesting as 
its results are valuable. 
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i 6. The Analytical Approach. 
: 
I Most "literary" o~ the approaches is the analytical, which entails an analysis of literary characteristics, an 
examination of the way~ in which an author achieves his effects. 
I It involves investigatfon of the interrelationships among · 
setting, style, characterization, and plot, and the effects of 
each of these upon theme •••• 
Setting, style, characterization, plot, and the relation-
ship of eac h of these ~o the central idea--all of these are 
involved in the analyt ~ cal approach. Like any of t he other 
approaches, it is good !if not overdone, if not allowed to 
I degenerate into "picki~g to pieces." Just as a visit to an automotive assembly line gives one more complete knowledge of 
automobiles, and perha~s more interest in them, so an inves-
tigation of the assemb~y technique used by an author makes a 
story or a play more udderstandable and more enjoyable •••• " 
I 
I 
142 
BIBLIOGRAPHY 
Abney, Ray, et al., Development of Reading-Study Skills in 
Secondary Schools, Port Arthur, Texas: Port Arthur Public 
Schools, 19SO. 
Adams, Harlen M., "Learning to be Discriminating Listeners," 
The English Journal, (January, 1947), 36:11-15. 
Alcorn, Marvin D., et al., Better Teachin~ in Secondary Schools, 
New York: Henry Holt and Company, 19 4. 
Baker, George Pierce, Dramatic Technique, Boston: Houghton 
Mifflin Company, 1919. 
Bedell, W.M., et al., "Varied Views of 'The English Language 
Arts,'" The English Journal, (September, 1952), 41: 
362-369. 
Bent, Rudyard K., Principles of Secondar~ Education, New York; 
McGraw-Hill Book Company, Inc., 195 • 
Betts, Emmett A., Foundations of Readin Instruction, New 
York: American Book Company, 19 o. 
' Billett, Roy o., Fundamentals of Secondar -School Teachin , 
Boston: Houghton Mi flin ompany, 19 0. 
Bond, Guy L. and Handlam, Bertha, Adapting Instruction in 
Reading to Individual Differenc~ Minneapolis: University 
of Minnesota Press, 1948. 
Bossing, Nelson L., Teaching in Secondary Schools, Boston: 
Houghton Mifflin Company, 1952. 
Brickell, Henry M., "Let Them See the Professionals," The 
English Journal, (January, 1950), 39:36-38. ---
Broening, Angela, 11 The English Language Arts in the Secondary 
School," The English Journal, (October, 1956), 45: 
406-409. 
Center, Stella A. and Persons, Gladys L., Teaching High-School 
Students to Read, English Monograph No. 6, National 
Council of Teachers of English, New York: Appleton-
Century-Crofts, Inc., 1937. 
--~' "The Council's Awareness of Reading," The English 
Journal, (March, 1947), 36:141-142. 
143 
Chapman, John, The Best Plays: 1951-1952, New York: Dodd, 
Head and Company, 1952. 
Christman, Lewis H., "Teaching Life through Literature," 
Journal of Education, (February, 1947), 130:48-49. 
Cross, E.A., "Effective Teaching of Literature," The English 
Journal, (December, 1941), 30:798-807. 
---.' and Carney, Elizabeth, Teaching English in High School, 
New York: The Macmillan Company, 1950. 
Dakin, Dorothy, How to Teach Hifh School English, Boston: 
D.C. Heath and Company, 19 7. 
Dawson, Mildred A. and Dingee, Frieda Hayes, Directing Learn-
ing in the Language Arts, New York: Burgess Publishing 
Company, 1948. 
De Boer, John J., et aL, Teaching Secondary School English, 
New York: McGraw-Hill Book Company, 1951. 
Durrell, Donald D., Im rovement of Basic Readin Abilities, 
New York: World Book Company, 19 0. 
Educational Policies Commission, The Purposes of Education in 
American Democracy, Washington: National Education 
Association, 1938. 
Egri, Lajos, The Art of Dramatic Writing, New York: Simon 
and Schuster, 1946. 
Enos, Rose Clare, Drama in the High School, Unpublished 
Ma ster 1 s Thesis, Boston University, 19)4. 
Farmer, Paul, "On the Basis for Literary Appreciation," 
The English Journal, (May, 1945), 34:280-282. 
Freedley, George and Reeves, John A., A History of the Theatre, 
New York: Crown Publishers, Inc., 1955. 
Freeman, Bernice, "Listening Experiences in the Language Arts," 
The English Journal, (December, 1949), 38:572-576. 
Friedman, Albert B., "The Literary Experiences of High School 
Senior and College Freshmen," The English Journal, 
(December, 1955), 44:521-524. 
Gahagan, Helen Patricia, The Dramatization of Short Stories 
for the Understanding and Appreciation of Literature 
at the Ninth Grade Level, Unpublished Master's Thesis, 
Boston University, 1952. 
144 
Gainsberg, Joseph c., "Play-reading with Dynamic Meaning," 
The English Journal, (September, 1952), 41:403-410. 
Gassner, John, A Treasury of the Theatre, New York~ Simon and 
Schuster, 19SO. . 
, Best American Pla s: Third Series 1945-1951, New 
-----:~ York: rown Publishers, Inc., 19 2. 
, "The Stage and the City," Theatre Arts, (April, 1956), 
---p-. 30-32. 
, The Theatre in Our Times, New York: Crown Publishers, 
-----="I-nc., 1954. 
----,::-::::"' "The Winter of Our Discontent," Theatre Arts, (August, 
1955), P• 22-24. 
Granville-Baker, Harley, The Use of the Drama, New Jersey: 
Princeton University Press, 1945. 
Gray, Williams., 11Basic Competencies in Efficient Reading," 
Reading in an Age of Mass Communication, NCTE, New York: 
Appleton-Century-Crofts, Inc., 1949. 
, "Reading and Factors Influencing Reading Efficiency," 
---- Readin in General Education, Washington: American 
ouncil on Education, 19 o. 
Hatfield, Wilbur w., An Experience Curriculum in English, 
A Report of the Curriculum Commission of the Nationsl 
Council of Teachers of Engl ish, New York: Appleton-
Century-Crofts, Inc., 1935. 
--~~-' "Literature for Personal Growth," Elementary English 
Review, (April, 1946), 23:149-153. 
, "Parallels in Teaching Students to Listen and to 
----:R=:-e-ad, 11 The English Journal, (December, 1946), 35: 
553-558. 
Heffner, Hubert, et al., Modern Theatre Practice, New York: 
Appleton-Century-Crofts, Inc., 1946. 
Henry, George H., "The Growth of a Unit," The English Journal, 
(September, 1948), 37~341-347. 
Hook, J.N., 11 The Multiple Approach in Teaching Literature," 
. The English Journal, (April, 1948), 37~188-192. 
145 
, The Teaching of High School English, New York: The 
---- Ronald Press Company, 1950. 
Hovious, Carol, Sug gestions for Teaching of Reading Grades 
7 to 12, Boston: D.C. Heath and Company, 1939. 
Klein, Richard K., General Chairman, The English Language Arts, 
· Bismark, North Dekota: North Dekota Secondary Schools, 
Department of Public Instruction, 1953. 
Konick, Marcus, 11 Drama in the Workshop," The English Journal, 
(November, 1955), 44:464-468. 
Kronenberger, Louis, The Best Plays of 1952-1953, New York: 
Dodd, Mead and Company, 1953. 
-----=--~--' The Best Plays of 1953-1954, New York: Dodd, 
Mead and Company, 1954. 
-----=--~--' The Best Plays of 1954-1955, New York: Dodd, 
Mead and Company, 1955. 
-----=~~--' The Best Plays of 1955-1956, New York: Dodd, 
Mead and Company, 195o. 
Krutch, Joseph Wood, The American Drama Since 1918, New York: 
Random House, 1939. 
La Brant, Lou, "American Culture and the Teaching of Literature, 
Reading in General Education, William s. Gray, Editor, 
Washington: American Council on Education, 1940. 
, We Teach English, New York: Harcourt, Brace and 
----~C~o-mpany, 19$1. 
Littlewood, Samuel R., The Art of Dramatic Criticism, London: 
Pitman, 1952. 
Loban, Walter, "Teaching Literature: A Multiple Approach," 
The English Journal, (February, 1956), 45:75-78. 
Lyman, R.L., The Enrichment of the English Curriculum, 
Chicago: The University of Chicago Press, 1932. 
Lynch, James L., "The English Teacher's Greatest Resource," 
The English Journal, {October, 1956), 45:388-394. 
MacGowan, Kenneth, Footlights Across America, New York: 
Harcourt, Brace and Company, 1929. 
146 
McCutchan, Mary, "The American Dream: A Unit in Junior English," 
The English Journal, (March, 1942), 31:194-200. 
Mersand, Joseph, "Why Teach Listening?," The English Journal, 
(May, 1951), 40~260-265. 
Millett, Fred B., Reading Drama, New York: Harper and Brothers, 
1950. 
Mirrielees, Lucia B., Teaching Composition and Literature in 
Junior and Senior High School, New York: Harcourt Brace 
and Company, 1952. 
Mosing, Malcoln, "Appreciation through Units," The English 
Journal, (February, 1955), 44:80-86. 
Mursell, James, Successful Teaching, New York: McGraw-Hill 
Book Company, Inc., 1954. 
Niles, Olive s. and Early, Margaret J., "Adjusting to Individual 
Differences in English," Journal of Education, (December, 
Norvell, George W., "Some Results of a Twelve-Year Study of 
Children's Reading Interests," The English Journal, 
(December, 1946), 35:531-536. 
O'Hara, Frand and Bro, Marguerite, Invitation to the Theatre, 
New York: Harper and Brothers, 1951. 
Ommanney, Katharine Anne and Ommanney, Pierce c., The Stafe 
and the School, New York: McGraw-Hill Book Company, nc., 
1950. 
Platt, Agnes, Practical Hints on Playwriting, New York: Dodd, 
Mead and Company, 1920. 
Pooley, Irving C., "Drama in the Classroom, n: The English 
Journal, (March, 1955), 44:148-151. 
Pooley, Robert C., et al., Guidebook for the United States in 
Literature, New York: Scott, Foreslilan and Company, 1954. 
, "Publicizing Our Aims," The English Journal~ (March, 
---::-1952)' 41:123-127. 
Quinn, Arthur Hobson, A History of the American Drama from 
the Beginning to the Civil War, New York: Appleton-
Century-Crofts, Inc., 1951. 
147 
, A History of the American Drama fron the Civil War to 
-----the Present Day, New York: Appleton-Century-Crofts, Inc., 
1936. 
_____ , Representative Americ!n Plays, New York: Appleton-
Century-Crofts, 1953. 
Rankin, Paul T., "The Importance of Listening Ability," The 
English Journal, (College Edition), Vol. 17, (October, 
1928). 
Rider, Virginia, "Modern Drama Educates for Peace," The English 
Journal, (September, 1943), 32:391-39 3. 
, "Modern Drama Educates for Tolerance," The English 
-----Journal, (January, 1947), 36:299-304. 
Roody, Sarah I., "Developing Personality through Literature," 
The English Journal, (June, 1947), 36:299-304. 
Rosenblatt, Louise M., "The Enriching Values in Reading,"· 
Reading in an Age of Mass Communication, NCTE, William 
s. Gray, Editor, English Mono graph No. 17, New York: 
Appleton-Century-Crofts, Inc., 1952. 
Rugg, Harold and Shumaker, Ann, The Child-Centered School, 
New York: World Book Company, 1928. 
Russell, Mary M., Drama as a Factor in Social Education, 
New York: George H. Doren Company, 1924. 
Seely, Howard Francis, On Teaching English, New York: American 
Book Company, 1933. 
Smith, Dora v., Director, The English Language Arts, Commission 
on the English Curriculum, NCTE, New York: Appleton-
Century-Crofts, Inc., 1952. 
Jean, "Building Student-Audience Appreciation," 
Journal of Secondar Education, (November, 
01- 03. 
Waters, Arthur B., "Tennessee Williams Ten Years Later," 
Theatre Arts, (July, 1955), P• 72-73. 
Watts, Ruth Beth, The Modern English and American Drama as 
it Illustrates the Modern Social View oint, Unpublished 
Master 1 s Thesis, Boston University, 192 • 
Weeks, Ruth Mary, Editor, A Correlated Curriculum,A Report 
of the Committee on Correlation of the NCTE, New York: 
D. Appleton-Century Company, Inc., 1936. 
148 
Wellington, Elizabeth Newton, The Place of Dramatics in the 
' Public School Curriculum, Unpublished Master's Thesis, 
Boston University, 1934. 
I . 
I 
Wood, Hugh B., "The Development of a Language Arts Program, 
Curriculum Bulletin, No. 87, University of Oregon, 
(July, 19Sl). 
149 
